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In this thesis, I provide a comparative analysis of L. Frank Baum’s The Wonderful Wizard of 
Oz and the 1939 film adaptation The Wizard of Oz from the perspective of the formalist theory 
of narrative morphology proposed by Vladimir Propp. I provide a brief background on Propp’s 
theory, mainly the functions of the dramatis personae he proposes construct tales, the seven 
character types he determines, and the series of functions he terms “moves,” which connect 
within a tale, forming either a single-move tale or a multiple-move tale. I use these elements 
of his theory to analyse both the novel and the film. I first analyse The Wonderful Wizard of Oz 
in terms of Propp’s functions of the dramatis personae to determine which and how many occur 
in the novel; I also look into how many moves they connect within the fairy tale, and which 
dramatis personae or character roles perform these functions. I propose there are two 
antagonists in both versions of the tale and then discuss which of them assumes the role of the 
villain in part of the film analysis. I determine the scope of analysis in The Wizard of Oz and 
then comparatively analyse the film through Propp’s theory. I compare the morphological 
structure of both the novel and the film and discuss the differences in structure that occurred 
due to the adaptation of the novel into a film. 
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V magistrskem delu predstavljam primerjalno analizo Čarovnika iz Oza L. Franka Bauma in 
Čarovnika iz Oza, filmske priredbe iz leta 1939, z vidika formalistične teorije, ki izhaja iz 
pripovedne morfologije, ki jo je razvil Vladimir Propp. Predstavim Proppovo teorijo in 
pojasnim elemente teorije, ki jih uporabim za analizo knjige in filma. To je sedem pravljičnih 
likov, funkcije likov, ki po Proppu sestavljajo zgodbe, ter linije, ki nastanejo, ko se funkcije 
znotraj zgodbe med seboj povežejo in tvorijo ali zgodbo z eno linijo ali zgodbo z več linijami. 
Najprej analiziram književno delo skozi funkcije likov, da ugotovim katere in koliko funkcij 
se pojavi v knjigi, v koliko linij znotraj pravljice se povezujejo te funkcije in kateri liki jih 
izpolnjujejo. Predlagam, da sta v knjigi in filmu dva antagonista in potem obravnavam, kateri 
od njiju se pojavi v vlogi Proppovega škodljivca v delu filmske analize. Določim obseg analize 
filmske priredbe in jo nato primerjalno analiziram skozi Proppovo teorijo. Primerjam 
morfološko zgradbo knjige in filma in diskutiram razlike v zgradbi, ki so nastale med 
prirejanjem knjige v film. 
 
Ključne besede: strukturalizem, primerjalna analiza, pravljica, priredba, funkcija, morfologija, 




Table of Contents 
 
List of figures ........................................................................................................................... iv 
1. Introduction ...................................................................................................................... 1 
2. Background ....................................................................................................................... 3 
3. From Vladimir Propp’s Morphology to Oz ................................................................... 8 
3.1 The Functions of the Dramatis Personae ..................................................................... 9 
3.2 Moves in a Fairy Tale................................................................................................... 14 
4. Propp’s Morphology in L. Frank Baum’s The Wonderful Wizard of Oz ................... 16 
4.1 The First Move in The Wonderful Wizard of Oz ................................................... 16 
4.2 The Witches of Oz ........................................................................................................ 18 
4.2.1 The Witch of the East ...................................................................................... 18 
4.2.2 The Witch of the West ..................................................................................... 19 
4.2.3 The Witch of the North.................................................................................... 20 
4.2.4 The Witch of the South .................................................................................... 21 
4.3 Propp’s Morphology after Dorothy Lands in Oz in the Novel ........................... 21 
4.4 The Second Move in The Wonderful Wizard of Oz ............................................... 28 
5. Propp’s Character Role of the Villain and the Antagonist in The Wonderful Wizard 
of Oz and The Wizard of Oz ................................................................................................... 35 
6. The Scope of Proppian Analysis in The Wizard of Oz ................................................. 38 
6.1 Propp’s Morphology in The Wizard of Oz .................................................................. 43 
6.2 The Role of the Villain in the Kansas Prologue of The Wizard of Oz ...................... 44 
6.2.1 Miss Gulch in the Role of the Villain ............................................................. 45 
6.2.2 Professor Marvel in the Role of the Villain ....................................................... 47 
6.3 Propp’s Morphology after Dorothy Lands in Oz in the Film ............................. 50 
7. Novel and Film: Discussion ............................................................................................ 53 
8. Conclusion ....................................................................................................................... 57 
Bibliography ........................................................................................................................... 60 
 
   
iv 
 
List of figures 
 
Figure 1: William Wallace Denslow’s illustration of Dorothy and Toto seeing the Witch of the 
East’s feet under the house (1900, 22) and the Wicked Witch of the East's appearance 
in the 1939 film (time stamp: 0:22:09). ....................................................................... 19 
Figure 2: the Wicked Witch of the West wearing the Golden Cap and a Winged Monkey, 
illustration by William Wallace Denslow (Baum 1900, 149) and the Wicked Witch of 
the West as portrayed by actress Margaret Hamilton in The Wizard of Oz (time stamp: 
0:29:14). ....................................................................................................................... 20 
Figure 3: W. W. Denslow's illustration of the Witch of the North (1900, between pages 
numbered 20 and 21) and the Witch of the North in The Wizard of Oz as portrayed by 
actress Billie Burke (time stamp: 0:21:33). ................................................................. 20 
Figure 4: the second possible combination of moves within a tale, as defined by Propp (2009, 
93). ............................................................................................................................... 29 
Figure 5: the Wizard of Oz telling the party he is a balloonist (time stamp: 1:32:58). ........... 36 
Figure 6: the Wizard of Oz turning out not to be a balloonist (time stamp: 1:35:14 – 1:35:19).
...................................................................................................................................... 36 
Figure 7: the first map of The Land of Oz as it appeared in Tik-tok of Oz (1914), the eighth 
Land of Oz book, where the position of Munchkin country, which is in the east, and 
Winkie country, which is in the west, is reversed........................................................ 39 
Figure 8: Opening scene in Kansas - Dorothy and Toto running on a dirt road, surrounded by 
fields (time stamp: 0:1:58). .......................................................................................... 40 
Figure 9: Dorothy opens the door and colour appears on the screen (time stamp: 0:19:32); 
Dorothy enters the colourful Land of Oz (time stamp: 0:19:37). ................................ 40 
Figure 10: Dorothy and the Munchkins (time stamp: 0:28:38). .............................................. 40 
Figure 11: Dorothy meets Professor Marvel (time stamp: 0:11:37). ....................................... 42 
Figure 12: Aunt Em advises Dorothy not to get into trouble (time stamp: 0:5:11 - 0:5:22). .. 44 
Figure 13: Miss Gulch wanting to take Toto away (time stamp: 0:8:40). ............................... 46 
Figure 14: Miss Gulch antagonizing Aunt Em (time stamps: 0:9:03 and 0:9:16). .................. 47 
Figure 15: Professor Marvel and Dorothy (time stamp: 0:12:01). ........................................... 48 
Figure 16: Dorothy believing that Professor Marvel is consulting his crystal (time stamp: 
0:13:11 - 0:13:17). ....................................................................................................... 49 
Figure 17: Dorothy telling the guards she didn't kill the Witch of the West on purpose (time 
stamps: 1:27:11 and 1:27:14). ...................................................................................... 51 
Figure 18: Dorothy's return to Kansas (time stamp: 1:38:54 - 1:39:32). ................................. 52 
Figure 19: Dorothy waking up in her room and getting told that the Land of Oz was just a 




“For nearly forty years this story has given faithful service to the Young in Heart; and 
Time has been powerless to put its kindly philosophy out of fashion. 
To those of you who have been faithful to it in return 
… and to the Young in Heart 
… we dedicate this picture.” 
The 1939 MGM film The Wizard of Oz opens with this sentiment, expressing that ever since 
the first publication of L. Frank Baum’s The Wonderful Wizard of Oz in 1900,1 the story has 
been loved by the general public and not forgotten. Even today, almost one hundred and twenty 
years after the publication of the first in what became a series of Oz novels, Baum’s tale persists 
in all areas of art and culture. The Oz universe has become timeless with many adaptations 
throughout the years, from The Wiz (1978), Return to Oz (1985), Oz the Great and Powerful 
(2013), to the Broadway musical Wicked (2003), which was inspired by the witches of Oz. The 
most recognizable and pervasive is without question the 1939 film.  
Vladimir Propp’s 1928 work Morphology of the Folktale has similarly been influential and 
inspiring, even more so after its translation in 1958. Dundes (1968) writes of the “impact 
Propp’s study has had on folklorists, linguists, anthropologists, and literary critics” and the 
numerous other studies that it had inspired; however, he notes that at the time, this “flurry of 
activity” has “barely begun” (xi). Dundes was right – since its translation, Propp’s morphology 
has been applied to not only fairy tales, but expanded by researchers as they look into other 
types of media, such as TV series (The Bionic Woman, for example) and films, such as Star 
Wars and North by North-West. Propp bases his theory on fairy tales, but his morphology can 
be applied to narrative structures of various types of stories. 
Propp proposes that structures of fairy tales can be divided into thirty-one functions. These 
functions should follow a certain sequence, but how they are realised is open to variation. He 
determines and names character roles or dramatis personae which perform the aforementioned 
                                                          
1 A note on terms: The Wonderful Wizard of Oz refers to the so-named novel by L. Frank Baum, and when referring 
to the characters as Baum imagined them I will specify this – as, for example, Baum’s Dorothy – if it isn’t already 
clear from the context. There are some characters that are unique to the book or the name is different than in the 
film, for example, the Tin Woodman (who is comparatively known as the Tinman in the film adaptation). There 
will be no specifying in such cases. Accordingly, when referring to the film adaptation, I will use The Wizard of 
Oz and the names of the characters as they are used in the film. 
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functions, and explains that functions can form moves within a tale – tales can thus consist of 
one or more moves. A move refers to a sequence of functions – if a tale is composed of two 
moves, the second move consists of a new sequence of functions. The functions in the second 
move can be repeated from the first move, or entirely different functions can occur. I will 
discuss moves further in section 3.2. 
This thesis explores they key changes made by the filmmakers in bringing Baum’s Oz to the 
silver screen in 1939, to determine whether the adaptation was successful in interpreting and 
transforming the story, without losing the general idea of the Land of Oz being a real place that 
Baum put forward in his first Oz book. The research is done through the analysis of the novel 
and the film through Vladimir Propp’s morphology, following his generalisation that the 
functions in fairy tales should remain in the same chronological order he proposed, but allowing 
freedom to interpret how they are realised.  
The thesis is organised as follows. Before turning to Propp, chapter 2 provides some 
background information on how The Wonderful Wizard of Oz came to be, how the novel was 
received by the public when it was first published, and why there was incentive for MGM to 
make a film adaptation. It also touches upon the process of adapting Baum’s novel into a film 
and the impact the final film has had on culture. The background is established to show how 
previous adaptations of the novel inform the 1939 film, how tumultuous the screenwriting 
process was from the start and why the two versions are relevant for a Proppian approach. 
Chapter 3 introduces Vladimir Propp and his work Morphology of the Folktale (1928), 
elaborates on the relevance of his theory and the impact it has had. Propp’s thirty-one functions 
are enumerated with their definitions and designations, the dramatis personae that he defined 
and their spheres of action are introduced, as is his theory on the functions connecting into 
moves within a tale. Chapter 4 analyses Baum’s The Wonderful Wizard of Oz through Vladimir 
Propp’s morphology and proposes two moves with seventeen functions in all, with eleven 
functions occurring only once. Chapter 5 proposes that the Wizard of Oz, together with the 
Witch of the West, is the antagonist in both the novel and the film. Chapter 6 determines the 
scope of the analysis following Propp in the 1939 film The Wizard of Oz, given the fact that 
the filmmakers connected Kansas and the Land of Oz through several characters. I then provide 
an analysis of the film through Propp’s morphology. Emphasis is put on determining which of 
the antagonists’ counterparts in the Kansas prologue of the film assumes the character role of 
the villain – one of the character roles as proposed by Propp in his theory. Chapter 7 
summarizes and discusses the analyses from the thesis.   
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2.  Background 
Before Dorothy and the whole mythology of the Land of Oz came into existence, Lyman Frank 
Baum dabbled in various professions, struggling to make a living. He acted, bred chickens, 
owned a variety store, and published a newspaper, among other pursuits. In late 1899, he 
finished a manuscript titled The Emerald City (the publisher forced him to change the title), 
which ended up becoming “America’s most enduring tale of adventure” (Schwartz 2009, x–
xii). Even before the publication of The Wonderful Wizard of Oz, the demand for the book was 
so great that a second printing was immediate. The reviews were positive, though some gave 
more credit for the book’s success to William Wallace Denslow, the illustrator of the first book 
in the Oz series. In any case, the book became “the number-one best-selling book in America 
for the holiday season” and turned Baum’s life around (2009, 292–294). 
In the years after the book was published, Baum collaborated with Denslow and songwriter 
Paul Tietjens in staging a musical. In June 1902 the musical opened under the title The Wizard 
of Oz and became a great Broadway success, though it was more popular with audiences than 
with critics.2 The first novel prompted “more than a thousand letters from children” demanding 
more Oz-related stories (Schwartz 2009, 300). A high demand from readers, combined with 
the success of the musical, culminated in Baum writing thirteen further Oz novels, with the last 
two being published posthumously in 1919 and 1920.3 Beside the sequels and the immensely 
successful musical, the first Oz story also inspired “an early Sunday comic page, and a series 
of silent motion pictures which Baum both wrote and helped to produce” (Hearn 1982, 72). 
While the 1939 film survived in people’s minds, other adaptations are now all mostly forgotten 
by the general public. 
The idea to make a motion picture from Baum’s story on a larger scale apparently formed in 
the autumn of 1937, when either Mervyn LeRoy, who was then the producer of the film, or 
Arthur Freed, the assistant producer, convinced Louis B. Mayer, co-founder of Metro-
Goldwyn-Mayer (MGM), to buy the rights for The Wizard of Oz4 from Samuel Goldwyn, who 
had bought them five years prior. The sale was finalised on June 3, 1938 (Harmetz 2013, 2–4). 
                                                          
2 The website of The International Wizard of Oz Club provides a detailed timeline from 1842 to 2007 of anything 
Baum and Wizard of Oz related. http://ozclub.org/oz-timeline/1900-1910-the-baum-oz-years/, accessed July 17, 
2019.  
3 http://ozclub.org/world-of-oz/the-oz-books/, accessed July 17, 2019. 
4 When reprinting the book in 1903 the word wonderful was dropped, partly because of the success of the musical 
which also didn’t include the word in the title. http://ozclub.org/oz-timeline/1900-1910-the-baum-oz-years/, 
accessed July 17, 2019. 
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The production of The Wizard of Oz was “budgeted at slightly over $2 million” (2013, 18) – it 
was the most expensive MGM film that year and also the one that took the longest to make. 
However, it was considered to be “a prestige picture”, meaning the studio didn’t actually expect 
to make money with it. In fact, “it took [the film] over twenty years to earn its money back” 
(2013, 19). According to Jack Haley, the actor who portrayed the Tinman, the film was “steady 
work” for some time and “[they] didn’t know it [would become] a classic” (2013, 20). The film 
came out to mixed reviews and became a classic almost accidentally: 
In 1956, CBS tried to lease Gone With the Wind from MGM for $1 million. MGM 
refused. As an afterthought, CBS made a $225,000 offer for The Wizard of Oz. MGM 
agreed and also gave CBS an option to broadcast the film annually. Without the once-
a-year repetition on television as a special, the film would not have been seen enough 
times for a new generation to become aware of it. Nor would it have become an event 
rather than just another movie. (Harmetz 2013, 22) 
The 1939 film therefore wasn’t successful at first and, according to Jack Zipes, “the reception 
of the Oz books had undergone somewhat of a change in the 1940s”; the books were getting 
censored by librarians, presumably due to the positive portrayal of witches or “because of its 
alleged communist politics” (2007, 209).5 But then, the first televised showing of the film 
occurred in 1956, though the tradition of broadcasting the film annually began later, in 1959 
(McClelland 1989, 144–145). Yearly broadcasts of the film introduced the story to new 
generations and made the film’s characters and plot the dominant version that most people 
think of when referring to Dorothy and the Land of Oz. And while this film version became a 
classic, various adaptations of the first novel and its sequels have been made since 1939, most 
notably the 1978 film The Wiz, a musical based on a successful Broadway show of the same 
name (IMDb 2019), the 1985 film Return to Oz, which is based on the second and third novels 
in the Oz series (IMDb 2019) and the 1995 Gregory Maguire non-canonical novel Wicked: The 
Life and Times of the Wicked Witch of the West (The International Wizard of Oz Club 2019), 
on which the famous Broadway musical Wicked (The International Wizard of Oz Club 2019) 
is based. 
                                                          
5 Schwartz (2009) mentions that “followers of Senator Joe McCarthy proclaimed Baum’s books socialist” (2009, 
310) due to a remark by the Tin Woodman at the beginning of chapter fifteen, “The Emperor’s Tin Castle” in The 
Road to Oz (1909): “If we used money to buy things with, instead of love and kindness and the desire to please 
one another, then we should be no better than the rest of the world.” 
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But before accidentally becoming a classic film, the story for The Wizard of Oz needed to be 
adapted. The 1939 film had altogether “ten screenwriters and four directors” (Harmetz 2013, 
20), though only Victor Fleming was credited as director in the end and merely three of the ten 
screenwriters received credit – Noel Langley, Florence Ryerson, and Edgar Allan Woolf. 
Regarding adaptation, Linda Hutcheon writes in her A Theory of Adaptation:  
 Whatever the motive, from the adapter’s perspective, adaptation is an act of 
appropriating or salvaging, and this is always a double process of interpreting and then 
creating something new. (2013, 20) 
The film adaptation omitted a large portion of the story from the novel and added a few personal 
touches, possibly to further showcase the power of three-strip Technicolor,6 such as the horse 
that changes colours pulling a carriage in Emerald City, while it is specifically noted by Baum’s 
Dorothy in the novel that “[t]here seemed to be no horses nor animals of any kind” in the city 
(1900, 122). And while the script for the film adaptation went through many variants before 
becoming its final form, the screenwriters and filmmakers managed to only alter L. Frank 
Baum’s fantasy to make it more suitable for the late 1930s audience, and not eradicate it.  
Baum himself described The Wonderful Wizard of Oz in the novel’s Introduction as aspiring to 
be “a modernized fairy tale, in which the wonderment and joy are retained and the heart-aches 
and nightmares are left out.” One can argue that Baum didn’t actually succeed in leaving out 
the unpleasant parts of a fairy tale, seeing as there is plenty of heartache in his story; otherwise 
his main characters would have no motive to seek the Wizard of Oz and be forced to overcome 
dangerous situations before finding him. An entire country being enslaved by an evil witch, 
who then also captures and enslaves Dorothy and the Lion (Baum 1900, 150), seems quite the 
stuff of nightmares.  
Nevertheless, in the end good prevails over evil as the heroine of the story helps to resolve “the 
heart-aches and nightmares” by inadvertently killing both Wicked Witches in the Land of Oz 
and. As Bruno Bettelheim (2010) points out in the “Fairy Tale versus Myth” chapter, “the fairy 
story is optimistic, no matter how terrifyingly serious some features of the story may be.” The 
Wonderful Wizard of Oz is full of optimistic outcomes with Dorothy freeing the Land of Oz 
from the terror of the Wicked Witches, the Scarecrow and Tin Woodman successfully getting 
                                                          
6 The three-strip colour method was fairly new at the time, as it was developed in 1932. It “offered much better 
color rendition” and was first used for a feature film in 1935 (Becky Sharp), only four years before The Wizard 
of Oz (Bordwell 2005, 593). 
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rid of the Kalidahs, “monstrous beasts with bodies like bears and heads like tigers” (79 and 
81), and the Cowardly Lion defeating the great spider that threatened the animals in the forest 
(241). In the end, the party leaves the Land of Oz in better shape than when their journey 
through it began, which may be why Baum thought of his story as being void of heartaches and 
nightmares – these problems ultimately get resolved.7 
In the Introduction Baum also states that “the time has come for a series of newer “wonder 
tales” in which the stereotyped genie, dwarf and fairy are eliminated, together with all the 
horrible and blood-curdling incidents devised by their authors to point a fearsome moral to 
each tale.” He wished to distance himself from what are deemed stereotypical fairy tale 
elements and reinvent the fairy tale. Burger quotes Hearn (2000), the author of The Annotated 
Wizard of Oz, who argues “that Baum rejected the narrative traditions of customary European 
fairy tale.” Hearn then expands this notion:  
[D]eveloping a uniquely American fairy tale proved as much of a struggle as 
establishing a distinctive national identity and Baum found it impossible to sever 
himself entirely from the European fairy tale tradition, including “witches and wizards, 
magic shoes and enchanted caps, [which] came from Europe to inhabit the same 
universe as his scarecrows, patchwork girls, and magic dishpans.” Burger (2009, 35) 
When trying to reinvent a genre that has existed for a long time, it is impossible to remove all 
the elements for which it is known. Baum did manage to reinvent the traditional European fairy 
tale into a modern American fairy tale just by setting the beginning in America, the main hero 
being an all-American girl, and by relying on a motif that is common in America, a tornado, 
which sets the whole story in motion. He, however, couldn’t forego all archetypical elements 
as then his story would no longer be a fairy tale; rather, he transformed them into something 
unique that included “the character and values of early twentieth-century America” and 
evolved into an “American myth”, as Burger argues (2009, 35–36). 
Baum invented first a single story and then an entire Oz universe that became so ingrained in 
American culture even before they began adapting it into the 1939 film that the process of 
adaptation was no easy task. According to Harmetz (2013), screenwriter “[Noel] Langley was 
obviously struggling to fashion a script that would retain as much of Baum as possible”, citing 
various problems. For example, the party travels through China Country on their way to find 
                                                          
7 When referring to Dorothy, the Scarecrow, the Tinman / the Tin Woodman, and the Cowardly Lion as a whole, 
whether in the context of the novel or the film, I will refer to them collectively as the party. 
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the Witch of the South (the novel’s benevolent Glinda – in the film, the Witch of the North and 
the Witch of the South are combined into one witch: Glinda, the Witch of the North), where 
everything is made from fragile porcelain.8 These scenes from the novel proved to be too 
difficult to reproduce on film in the late 1930s (2013, 40). Then there is the all-protective kiss 
of the Witch of the North that diminished the role of the Wicked Witch of the West, who 
Langley wrote as “Dorothy’s sole adversary” (2013, 38). The now famous ruby slippers that 
the film’s Dorothy receives and wears in the Land of Oz, were not even included in an early 
version of Langley’s script (2013, 40). The shoes play an important role in the story, as they 
are what brings Dorothy back to Kansas. If Langley had erased them from the film, he would 
have had to come up with a new way to conclude the story.  
Bodeen (1963) states that “[a]dapting literary works to film is, without a doubt, a creative 
undertaking, but the task requires a kind of selective interpretation, along with the ability to 
recreate and sustain an established mood” (1963, 349).9 The biggest and most regressive 
change that was made in The Wizard of Oz is the mood – the film created its own mood when 
the filmmakers, at first, heavily implied, and by the end of the film plainly told the audience  
that Dorothy’s adventure in the Land of Oz was just a dream. As the film is a self-contained 
story that had no continuation this makes sense. Baum continued and expanded the Oz universe 
in the sequels in which the Land of Oz is characterized as a real place. It is so real in fact that 
Dorothy, Aunt Em, and Uncle Henry all leave Kansas and move there in Baum’s sixth Oz 
novel, The Emerald City of Oz (1910). The basis for the film’s adaptation, however, was just 
the first novel, The Wonderful Wizard of Oz, but nobody ever questions the existence of the 
Land of Oz in this novel either. If the film was made today, the it-was-all-a-dream explanation 
most likely wouldn’t be used, as this would eliminate the option for a sequel, which seems to 
be a given for monetarily successful films nowadays.  
  
                                                          
8 Schwarz notes this chapter was likely written as in inside joke – Baum was at one point a “traveling salesman 
of fine china” (2009, 287). 
9 Originally cited by Brian McFarlane (1996, 349) in Novel to Film: An Introduction to the Theory of Adaptation. 
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3. From Vladimir Propp’s Morphology to Oz 
McFarlane (1996) suggests that “in considering what kind of adaptation has been made, one 
might isolate the chief character functions of the original and observe how far these are retained 
in the film version” with which “one could determine whether the film-maker has aimed to 
preserve the underlying structure of the original or radically to rework it” (1996, 25). I follow 
McFarlane’s observation when analysing and comparing The Wonderful Wizard of Oz and The 
Wizard of Oz. 
With the expression chief character functions, McFarlane (1996) is referring to a formalism 
developed by the Russian literary theorist Vladimir Propp in his monograph Morphology of the 
Folktale. As explained in the “Preface to the Second Edition” of Propp’s Morphology of the 
Folktale by Wagner (1968), “[t]he morphology presented by the author is, of course, a 
morphology of the fairy tale specifically, and he is careful to make note of this fact […]. Thus 
the title of the work is, unfortunately, somewhat unclear” (ix). Although Propp first published 
his book in 1928, it wasn’t translated into English until 1958 (by Laurence Scott), and it wasn’t 
until 1968 that a second edition was published.10 Propp’s formalist analysis is still very much 
relevant today. As Graeme Turner mentions, Propp’s theory has been very influential, to the 
point that his morphology is applied “to areas other than folk-tales” (1999, 81), such as various 
films and TV series, for example:  
[M]orphological analyses of films [such as] Sunset Boulevard by Patricia Erens (1977) 
and of North by North-West by Peter Wollen (1976)—as well as more general 
discussions of Propp and the feature film (Fell 1977). John Fiske (1987b) has looked at 
programmes such as The Bionic Woman and The A-Team and found an extraordinary 
degree of correlation between Propp’s functions and the narrative structure of the 
television series. We can easily demonstrate a degree of fit between Propp’s categories 
of ‘spheres of action’ and characterization in film, too. A list of the main characters in 
Star Wars fits Propp’s eight spheres of action quite neatly[.] (Turner 1999, 82) 
Hunter (2012) concludes that the Harry Potter book series is in part successful because the 
narrative structure corresponds to the sequence of functions of fairy tales as proposed by 
Vladimir Propp (2012, 21). For example, Hunter looks at the entire series as a single story and 
determines Voldemort’s murder of Harry’s parents to be the “main villainy” (2012, 8) and his 
                                                          
10 As mentioned by Barry in Beginning Theory: An Introduction to Literary and Cultural Theory (2002, 226). 
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liquidation drives the entire story. According to Propp, either an act of villainy or some sort of 
lack is what launches a tale and the tale is generally concluded once that initial villainy or lack 
is resolved. Hunter also refers to Lacoss (2004), who applied Propp’s morphology to two of 
the Harry Potter books, The Philosopher’s Stone and The Goblet of Fire. Propp’s morphology 
has been applied to literature, TV, and film from various time periods, even to a tale from 1773, 
“Sir Bertrand: A Fragment” by Anna Laetitia Barbauld, as was done by Aguirre and Ardoy 
(2009). Stories have a universal pattern of narrative progression, which Propp recognized, so 
his morphology can be applied to any narrative based artistic works across media and in 
different genres.  
 
3.1 The Functions of the Dramatis Personae 
 
Propp analysed 600 Russian folk tales and found they all had certain common structural 
features. He defined eight character roles (dramatis personae), which characters in a tale can 
assume. It is important to note that one character can assume a number of roles, and a role can 
be attributed to numerous characters. Propp states that “many functions logically join together 
into certain spheres” (2009, 79), meaning that every character role has a sphere, which includes 
the functions in which they might appear.  
Propp defines a function “as an act of a character, defined from the point of view of its 
significance for the course of the action” (2009, 21). For example, a Proppian villain is 
characterized as such because of his or her contribution to the plot, as that of being an 
impediment to the hero, and not because of some innate evil. As will be shown in section 4.3, 
it’s imperative that the Wicked Witch of the West obtained one of the Silver Shoes by tricking 
Dorothy, as this triggered Dorothy’s throwing the water over the Witch. The Witch’s actions 
resulted in the occurrence of function XVI THE HERO AND THE VILLAIN JOIN IN DIRECT COMBAT 
and consequently also of function XVIII THE VILLAIN IS DEFEATED, as the Witch is melted by 
the thrown water. It doesn’t matter what the Witch’s reasons for wanting the Silver Shoes were; 
what only matters is how her actions contribute to fulfilling the functions above. 
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Propp proposed thirty-one functions (2009, 64), and while he analysed Russian folk tales, most 
of them, “if not all, […] are Aarne-Thompson tale types,”11 as Alan Dundes points out in the 
“Introduction to the Second Edition,” meaning that the morphology can be applied to any fairy 
tale (2009, xiii). The thirty-one functions “represent […] the morphological foundation of fairy 
tales in general” (2009, 25), which is why I include the entire list. Propp himself though states 
that tales generally do not contain every single function possible (2009, 22). In my analysis I 
have found that neither the novel nor the film contain all thirty-one functions (see sections 4.4 
and 6.3). 
Vladimir Propp’s proposed thirty-one functions of a tale, together with their definitions 
expressed with a single noun and their designations are as follows: 
I. ONE OF THE MEMBERS OF A FAMILY ABSENTS HIMSELF FROM HOME. (Definition: absentation. 
Designation: β.) 
II. AN INTERDICTION IS ADDRESSED TO THE HERO. (Definition: interdiction. Designation: γ.) 
III. THE INTERDICTION IS VIOLATED. (Definition: violation. Designation: δ.) 
IV. THE VILLAIN MAKES AN ATTEMPT AT RECONNAISSANCE. (Definition: reconnaissance. Designation: 
ε.) 
V. THE VILLAIN RECEIVES INFORMATION ABOUT HIS VICTIM. (Definition: delivery. Designation: ζ.) 
VI. THE VILLAIN ATTEMPTS TO DECEIVE HIS VICTIM IN ORDER TO TAKE POSSESSION OF HIM OR OF 
HIS BELONGINGS. (Definition: trickery. Designation: η.) 
VII. THE VICTIM SUBMITS TO DECEPTION AND THEREBY UNWITTINGLY HELPS HIS ENEMY. 
(Definition: complicity. Designation: θ.) 
VIII. THE VILLAIN CAUSES HARM OR INJURY TO A MEMBER OF A FAMILY. (Definition: villainy. 
Designation: A.) 
a. ONE MEMBER OF A FAMILY EITHER LACKS SOMETHING OR DESIRES TO HAVE 
SOMETHING. (Definition: lack. Designation: a.) 
IX. MISFORTUNE OR LACK IS MADE KNOWN; THE HERO IS APPROACHED WITH A REQUEST OR 
COMMAND; HE IS ALLOWED TO GO OR HE IS DISPATCHED. (Definition: mediation, the connective 
incident. Designation: B.) 
X. THE SEEKER AGREES TO OR DECIDES UPON COUNTERACTION. (Definition: beginning counteraction. 
Designation: C.) 
XI. THE HERO LEAVES HOME. (Definition: departure. Designation: ↑.) 
                                                          
11 The Aarne–Thompson classification system (now revised as the Aarne–Thompson–Uther Index) classifies 
folktales from around the world into a comprehensive system dividing them into categories, such as animal tales, 
tales of magic, religious tales, and so on (http://www.mftd.org/index.php?action=atu, accessed on July 29, 2019).  
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XII. THE HERO IS TESTED, INTERROGATED, ATTACKED, ETC., WHICH PREPARES THE WAY FOR HIS 
RECEIVING EITHER A MAGICAL AGENT OR HELPER. (Definition: the first function of the donor. 
Designation: D.) 
XIII. THE HERO REACTS TO THE ACTIONS OF THE FUTURE DONOR. (Definition: the hero's reaction. 
Designation: E.) 
XIV. THE HERO ACQUIRES THE USE OF A MAGICAL AGENT. (Definition: provision or receipt of a magical 
agent. Designation: F.) 
XV. THE HERO IS TRANSFERRED, DELIVERED OR LED TO THE WHEREABOUTS OF AN OBJECT OF 
SEARCH. (Definition: spatial transference between two kingdoms, guidance. Designation: G.) 
XVI. THE HERO AND THE VILLAIN JOIN IN DIRECT COMBAT. (Definition: struggle. Designation: H.) 
XVII. THE HERO IS BRANDED. (Definition: branding, marking. Designation: J.) 
XVIII. THE VILLAIN IS DEFEATED. (Definition: victory. Designation: I.) 
XIX. THE INITIAL MISFORTUNE OR LACK IS LIQUIDATED. (Designation: K.) This function, together with 
villainy (A), constitutes a pair. The narrative reaches its peak in this function. 
XX. THE HERO RETURNS. (Definition: return. Designation: ↓.) 
XXI. THE HERO IS PURSUED. (Definition: pursuit, chase. Designation: Pr.) 
XXII. RESCUE OF THE HERO FROM PURSUIT. (Definition: rescue. Designation: Rs.) 
XXIII. THE HERO, UNRECOGNIZED, ARRIVES HOME OR IN ANOTHER COUNTRY. (Definition: unrecognized 
arrival. Designation: o.) 
XXIV. A FALSE HERO PRESENTS UNFOUNDED CLAIMS. (Definition: unfounded claims. Designation: L.) 
XXV. A DIFFICULT TASK IS PROPOSED TO THE HERO. (Definition: difficult task. Designation: M.) 
XXVI. THE TASK IS RESOLVED. (Definition: solution. Designation: N.) 
XXVII. THE HERO IS RECOGNIZED. (Definition: recognition. Designation: Q.) 
XXVIII. THE FALSE HERO OR VILLAIN IS EXPOSED. (Definition: exposure. Designation: Ex.) 
XXIX. THE HERO IS GIVEN A NEW APPEARANCE. (Definition: transfiguration. Designation: T.) 
XXX. THE VILLAIN IS PUNISHED. (Definition: punishment. Designation. U.) 
XXXI. THE HERO IS MARRIED AND ASCENDS THE THRONE. (Definition: wedding. Designation: W.) 
Propp also divided these functions into shorter sections, each representing a shorter plot 
sequence that follow after the initial situation. Propp defines the initial situation as a scene 
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where “[t]he members of a family are enumerated” (2009, 25). It serves as a general 
introduction to the tale and is not a function, though Propp calls it “an important morphological 
element” (ibid). Its designation is α.  
Murphy (2015) provides the following concise explanation of Propp’s plot analysis, using his 
own terminology in bold as follows. The first seven functions serve as the preparation of the 
tale and are designated with the Greek letters β, γ, δ, ε, ζ, η, and θ. The next part is the 
complication, which is generally started with a villainous act or a lack – these are functions 
VIII to X, designated with A, a, B, and C. Functions from XI to XIV are the donation part of the 
tale – designated with ↑, D, E, and F. During this part, the hero meets a character termed as the 
donor, who gives the hero a magical object. Functions XV to XVIII constitute the struggle – 
designated with G, H, J, and I. In the struggle part of the tale, the hero and the villain have an 
encounter, during which the villain is defeated.  Then the tale reaches the peak of the narrative 
– this is function XIX, with the designation K. The hero’s desire is satisfied in this part of the 
tale. Following the peak, there is the return – the hero returns home and may be pursued. 
Functions XX – XXII constitute the return, with the designations ↓, Pr, and Rs. The last section 
is the difficult task and includes functions from XXIII to XXXI (2015, 14–15). This section 
won’t be included in my analysis as I have determined it is present in neither Baum’s novel nor 
in the film (see sections 4.4 and 6.3). 
Propp formulated his conclusions on functions as follows:  
1. Functions of characters serve as stable, constant elements in a tale, independent of 
how and by whom they are fulfilled. They constitute the fundamental components of a 
tale.  
2. The number of functions known to the fairy tale is limited. 
3. The sequence of functions is always identical. 
4. All fairy tales are of one type in regard to their structure (2009, 21–23) 
Here I would like to point out conclusions two and three. Propp states there is a limit to how 
many functions there are in a fairy tale and specifies: 
[B]y no means do all tales give evidence of all functions. But this in no way changes 
the law of sequence. The absence of certain functions does not change the order of the 
rest.” (2009, 22) 
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In my analysis of L. Frank Baum’s novel The Wonderful Wizard of Oz and the 1939 film 
adaptation The Wizard of Oz, I observe Vladimir Propp’s proposed chronology and also allow 
the interpretation of functions to be flexible, as Propp himself did:  
The storyteller is free […] [i]n the choice of the means (form) through which a function 
is realized. […] The storyteller is completely free in his choice of the nomenclature and 
attributes of the dramatis personae. Theoretically, the freedom here is absolute. A tree 
may show the way, a crane may give a steed as a gift, a chisel may spy, etc. This 
freedom is a specific peculiarity of the tale alone. (2009, 112–113) 
In Propp’s morphology it is only important what the dramatis personae do. Who or what does 
the action and in what way it is performed doesn’t matter, given that Propp’s dramatis personae 
– being functions i.e. mappings between characters and events – are always defined relative to 
the role they play in plot progression. Consequently, his morphology allows or rather takes no 
stance on black and white characterization. The dramatis personae Propp defined and their 
spheres of action are: 
1. hero: departure on a search (C, ); reaction to the demands of the donor (E); wedding 
(W*). The first function (C) is characteristic of the seeker-hero; the victim-hero 
performs only the remaining functions. 
2. villain: villainy (A); a fight or other forms of struggle with the hero (H); pursuit (Pr). 
3. donor: the preparation for the transmission of a magical agent (D); provision of the hero 
with a magical agent (F). 
4. helper: the spatial transference of the hero (G); liquidation of misfortune or lack (K); 
rescue from pursuit (Rs); the solution of difficult tasks (N); transfiguration of the hero 
(T). 
5. princess and her father: the assignment of difficult tasks (M); branding (J); exposure 
(Ex); recognition (Q); punishment of a second villain (U); marriage (W). 
6. dispatcher: dispatch (B). 
7. false hero: includes decision to counteract and departure (C, ), followed by reaction 
(E) and, as a specific function, claims of the false hero (L). 
I identify these dramatis personae when analysing both the novel and the film.  I would also 
like to point out that the Proppian terminology used for these character types may be dated; 
for example, he uses the term villain to describe a role of a character that “disturb[s] the 
peace of a happy family, […] cause[s] some form of misfortune, damage, or harm” (2009, 
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27). Since Propp is only interested in how a character influences a plot and not in their 
intentions, the more neutral term antagonist would be more suitable for a villain. As I will 
discuss in chapters 4 and 6, Dorothy takes the role of the hero, or the protagonist. As M. H. 
Abrams (1999) discusses, the character with whom the protagonist is in some sort of 
conflict, is the antagonist:  
The chief character in a plot, on whom our interest centers, is called the protagonist 
(or alternatively, the hero or heroine), and if the plot is such that he or she is pitted 
against an important opponent, that character is called the antagonist. […] Hamlet is 
the protagonist and King Claudius the antagonist in Shakespeare's play, and the relation 
between them is one of conflict. If the antagonist is evil, or capable of cruel and criminal 
actions, he or she is called the villain. (1999, 224–225) 
The problem with Propp’s term villain therefore lies in the fact that it entails that the character’s 
narrative role is immorally motivated. Nevertheless, I will use Propp’s terminology for reasons 
of clarity. In section 6.2, I discuss which character in the film’s Kansas prologue assumes the 
role of the villain – the term antagonist should be kept in mind, though.  
 
3.2 Moves in a Fairy Tale 
 
Propp doesn’t only determine the roles of characters and their functions, but also claims that 
tales can be structured from “series of functions which may be labelled ‘moves’” (2009, 59). 
He explains that in order for a new move to appear in a tale there has to be “villainy (A) or a 
lack (a), through intermediary functions to marriage (W*), or to other functions employed as a 
denouement,” which can include “a reward (F), a gain or in general the liquidation of 
misfortune (K), an escape from pursuit (Rs), etc.” (2009, 92). For example, in both The 
Wonderful Wizard of Oz and The Wizard of Oz, the liquidation of misfortune will be Dorothy’s 
return to Kansas. 
Therefore, one tale can consist of numerous moves and they can occur in various combinations. 
For example, moves can occur one after the other. Such a tale would seemingly conclude its 
first series of functions, when a new act of villainy or lack would occur, launching the sequence 
of functions once more. A tale where three heroes try to defeat a dragon, with the first two 
failing before the third hero finally slays the dragon, would be a three-move tale. 
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Then there is the combination where two moves in a tale conclude in the same ending. A hero’s 
secondary quest ending would also be the main quest’s ending. For example, in the 2001 film 
Shrek begins by Shrek being unhappy that fairy tale creatures were banished to his previously 
calm swamp. He decides to ask Lord Farquaad to send the creatures somewhere else (first 
move); Lord Farquaad forces Shrek to rescue Princess Fiona for him to marry and in exchange 
he will relocate the fairy tale creatures from Shrek’s swamp (second move) – both of these 
moves conclude with Shrek marrying Fiona and Lord Farquaad being eaten alive by Dragon. 
Another possible combination of moves is when a second episodic move can begin before the 
first move has finished and only when the episodic move concludes, the first move can finally 
end. A tale where the hero needs to finish a secondary quest before he can complete his main 
quest is in fact The Wonderful Wizard of Oz. The moves that conform to such two-part episodic 




4. Propp’s Morphology in L. Frank Baum’s The Wonderful Wizard of Oz 
4.1 The First Move in The Wonderful Wizard of Oz 
 
Strictly following Propp’s statement that functions should always follow each other in the 
chronological sequence he proposes – and therefore not ascribing a function that would 
otherwise be possible – and regarding his theory that there can be several moves in a single 
tale, I propose the following: The Wonderful Wizard of Oz constitutes of two moves and 
seventeen functions in all. Eleven of these functions are unique, as in they appear only once 
through the course of the narrative – the rest are repeated in the second episodic move.  
Baum doesn’t dawdle in grey Kansas – we only spend the first short chapter there. There is no 
time for the first seven functions that Propp calls “the preparatory part of the tale” (2009, 31). 
There is also no form of villainy that occurs in the first chapter of the novel and as Propp 
explains, in such tales “function [VIIIa, with the designation] a (lack) serves as its counterpart, 
while [function IX, with the designation] B (dispatch) appears as the first function” (2009, 76). 
Therefore, function VIIIa ONE MEMBER OF A FAMILY EITHER LACKS SOMETHING OR DESIRES TO 
HAVE SOMETHING is here the “initial situation,” which Propp states “is not a function, [but] 
nevertheless is an important morphological element” (2009, 25). This lack or desire isn’t 
blatantly spelled out for the reader, nor does it need to be, as Propp remarks that “lack is 
sometimes depicted quite vividly […], and sometimes it is not even mentioned verbally” (2009, 
35). Baum describes a dreary, barren land and the effect this has had on Aunt Em and Uncle 
Henry, noting that Dorothy has not yet been affected by Kansas’ dullness. Notice the repetition 
of “gray”:  
When Aunt Em came there to live she was a young, pretty wife. The sun and wind had 
changed her, too. They had taken the sparkle from her eyes and left them a sober gray; 
they had taken the red from her cheeks and lips, and they were gray also. She was thin 
and gaunt, and never smiled now. When Dorothy, who was an orphan, first came to 
her, Aunt Em had been so startled by the child’s laughter that she would scream and 
press her hand upon her heart whenever Dorothy’s merry voice reached her ears; and 
she still looked at the little girl with wonder that she could find anything to laugh at. 
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Uncle Henry never laughed. He worked hard from morning till night and did not know 
what joy was. He was gray also, from his long beard to his rough boots, and he looked 
stern and solemn, and rarely spoke. 
It was Toto that made Dorothy laugh, and saved her from growing as gray as her other 
surroundings. (Baum 1900, 12–13) 
Baum’s Dorothy may not be aware of her lack, but by living in Kansas it is there and it will 
change her into a joyless person. Dorothy will turn into the unsmiling Aunt Em, who has lost 
the “sparkle from her eyes”, and the reticent Uncle Henry, if she doesn’t leave. Her childhood 
innocence and her pet dog Toto are the only things keeping Dorothy from becoming grey. 
Fortunately for her, she leaves very soon, which brings us to the first function we can find in 
The Wonderful Wizard of Oz – IX MISFORTUNE OR LACK IS MADE KNOWN; THE HERO IS 
APPROACHED WITH A REQUEST OR COMMAND; HE IS ALLOWED TO GO OR HE IS DISPATCHED, 
whose designation is B. Propp explains that this is the function which “brings the hero into the 
tale” and further specifies on there being two types of heroes – seekers and victimized heroes 
(2009, 36).  
Dorothy would fall into the category of the victimized hero, though the terminology can be 
misleading, as she isn’t trying to find somebody that was taken away – she is the one that is 
taken away and “the narrative is linked to […] her fate and not to those who remain behind” 
(2009, 36). Propp first provides four forms referring to seeker-heroes and then provides three 
referring to victimized heroes, including: “[t]he banished hero is transported away from home” 
(2009, 37), which is what happens to Dorothy when she is whisked away by the cyclone and 
taken to the land of the Munchkins (Baum 1900, 14-20).  
As discussed in chapter 3, Propp allows for flexibility in “the nomenclature and attributes of 
the dramatis personae” (2009, 113). In other words, character roles can be assumed by a variety 
of characters, from people and animals to inanimate objects. Therefore, I posit that the cyclone 
assumes the character role of the dispatcher here as it is the one that dispatches Dorothy into 
the Land of Oz. 
Since we have a victimized hero, there is no seeker and so function X THE SEEKER AGREES TO 
OR DECIDES UPON COUNTERACTION (38) does not occur. Function XI THE HERO LEAVES HOME 
(39) does, however, occur and in a very literal way: as Dorothy has already been transported 
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from Kansas to Oz, her physically stepping out of her home into the land of Munchkins (Baum 
1900, 19-20) would correspond to this latter function.   
Propp talks about a new character entering the story at this point in the sequence of functions 
– a character he terms “the donor” or “the provider” (2009, 39). This is the Witch of the North, 
who greets Dorothy in the land of Munchkins. The Witch gives Dorothy the Silver Shoes and 
a magical protective kiss on her forehead, before Dorothy departs on her journey to the Wizard 
of Oz.  
 
4.2 The Witches of Oz 
 
To make things clearer, I must digress: if one is not familiar with The Wonderful Wizard of Oz, 
or is merely familiar with the film version of the story, the number of witches I refer to in my 
thesis can be confusing. In Baum’s first book, we are introduced to four witches, conveniently 
named after the four cardinal directions. When Dorothy arrives at Oz, the Witch of the North 
explains to her:  
There were only four witches in all the Land of Oz, and two of them, those who live in 
the North and the South, are good witches. I know this is true, for I am one of them 
myself, and cannot be mistaken. Those who dwelt in the East and the West were, 
indeed, wicked witches; but now that you have killed one of them, there is but one 
Wicked Witch in all the Land of Oz–the one who lives in the West. (Baum 1900, 23) 
 
4.2.1 The Witch of the East 
 
The Witch of the East is only ever referred to in the novel, as she is killed upon Dorothy’s 
arrival to the Land of Oz by Dorothy’s house landing on top of her. The Witch of the East 
enslaved the Munchkins and was the owner of the Silver Shoes. When Dorothy indirectly killed 
her by coming to Oz, she freed the Munchkins and, as a consequence, she acquired rightful 
ownership of the Silver Shoes. In section 4.3 I discuss the Witch of the East as a possible 
Proppian donor, since she is the owner of the Silver Shoes before Dorothy receives them. 
Similarly to the book’s illustration, we only see the Witch of the East’s feet under Dorothy’s 




Figure 1: William Wallace Denslow’s illustration of Dorothy and Toto seeing the Witch of the East’s feet under the house 
(1900, 22) and the Wicked Witch of the East's appearance in the 1939 film (time stamp: 0:22:09). 
 
4.2.2 The Witch of the West 
 
The Witch of the West, also known as the Wicked Witch of the West, lives in the country of 
the Winkies. When the Witch of the West arrived there, she enslaved the Winkies with the help 
of the Golden Cap, a powerful magical item that allows the wearer to command the Winged 
Monkeys. The Monkeys obey three commands per wearer of the Golden Cap, like genies in 
magic lamps fulfil three wishes for the owner of the lamp. The Wicked Witch of the West 
serves as the main antagonist to Dorothy and after Dorothy defeats her, the Winkies are freed. 
In the novel, the Witch of the West is described as having one eye (1900, 141) and carrying an 
umbrella (1900, 151), with no specification regarding her skin colour, though Denslow drew 
her in yellow – most likely because she ruled over “the yellow Winkies” (ibid). In the 1939 
film, she has two eyes, green skin, and wields a broom in place of the umbrella (Figure 2). The 
Golden Cap and its role is gone in the film; instead the Witch has a pointy hat and a never-
ending rule over the Winged Monkeys. She can fly around Oz on the broom, and is, overall, 
more present in the story throughout the film, whereas her only appearance in the novel is in 




Figure 2: the Wicked Witch of the West wearing the Golden Cap and a Winged Monkey, illustration by William Wallace 
Denslow (Baum 1900, 149) and the Wicked Witch of the West as portrayed by actress Margaret Hamilton in The Wizard of 
Oz (time stamp: 0:29:14). 
4.2.3 The Witch of the North 
 
The Witch of the North is the one who greets Dorothy on her arrival. In the novel she is 
described as an old, short woman with white hair and a white hat, dressed in “a white gown 
that hung in plaits from her shoulders; over it were sprinkled little start that glistened in the sun 
like diamonds” (1900, 20–21). She only appears in the second chapter, “The Council with The 
Munchkins,” and gives Dorothy the Silver Shoes and a protective kiss. In the film, the Witch 
of the North and the Witch of the South were amalgamated into one character, Glinda, the 
Witch of the North (Figure 3). 
  
Figure 3: W. W. Denslow's illustration of the Witch of the North (1900, between pages numbered 20 and 21) and the Witch 





4.2.4 The Witch of the South  
 
In Baum’s novel, the Witch of the South is named Glinda. She most likely served as the visual 
inspiration for the film’s Glinda, as she is described as young and beautiful, with red, curly 
hair, blue eyes, and wearing a white dress (1900, 254). Her only appearance is in the 
penultimate chapter of the novel, “The Good Witch grants Dorothy’s Wish,” in which she 
reveals to Dorothy how to use the Silver Shoes, allowing Dorothy’s return to Kansas. Glinda 
agrees to help Dorothy under one condition: Dorothy must give her the Golden Cap. Glinda 
explains what she intends to do. She will command the Winged Monkeys three times, ordering 
them to carry the Scarecrow, the Tin Woodman, and the Cowardly Lion to where they need to 
go. Afterwards, she will give the Golden Cap to the King of the Monkeys, and so set the 
Winged Monkeys free. When Glinda finishes explaining her intentions, she tells Dorothy of 
the power of the Silver Shoes. Glinda’s presence in the novel is brief, yet of crucial importance. 
 
4.3 Propp’s Morphology after Dorothy Lands in Oz in the Novel  
 
Dorothy has just arrived to the Land of Oz, touching down in Munchkin Country, after having 
been whisked away in her house by a cyclone in Kansas. After she steps out of the house, she 
and the Witch of the North have a conversation and the Witch tells Dorothy that the Witch of 
the East’s enchanted Silver Shoes are now rightfully hers.  
In this section of the story (the conversation between Dorothy and the Witch of the North and 
Dorothy receiving the Silver Shoes) the following functions occur: XII THE HERO IS TESTED, 
INTERROGATED, ATTACKED, ETC., WHICH PREPARES THE WAY FOR HIS RECEIVING EITHER A 
MAGICAL AGENT OR HELPER, which is elaborated by Propp as “[t]he donor greet[ing] and 
interrogat[ing] the hero”; function XIII THE HERO REACTS TO THE ACTIONS OF THE FUTURE 
DONOR, which is realised when Dorothy responds to the Witch of the North’s greeting and 
questions; and function XIV THE HERO ACQUIRES THE USE OF A MAGICAL AGENT, which is 
Dorothy receiving the Silver Shoes.  
Propp mentions several elements that can operate as magical agents: animals, objects that 
contain magical helpers in them, certain powers, or “objects possessing a magical property,” 
which in our case corresponds to the Silver Shoes. The Witch of the North hands the shoes to 
Dorothy, which corresponds to Propp’s first definition of how the magical agent is transmitted: 
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“1. The agent is directly transferred” (2009, 43–44). Propp talks about different kinds of 
donors; for example, friendly donors and unfriendly donors or deceived donors, “who surrender 
a magical agent unwillingly or after a fight.” The latter definition could be applied to the 
Wicked Witch of the East, as she was accidentally killed by Dorothy when the house landed 
on her:  
The feet of the dead Witch had disappeared entirely, and nothing was left but the silver 
shoes. 
“She was so old,” explained the Witch of the North, “that she dried up quickly in the 
sun. That is the end of her. But the silver shoes are yours, and you shall have them to 
wear.” She reached down and picked up the shoes, and after shaking the dust out of 
them handed them to Dorothy. (Baum 1900, 25) 
However, as the Wicked Witch of the East is basically non-existent when the transfer of the 
magical agent happens, having “dried up quickly in the sun,” as seen in the paragraph above, 
and the Witch of the North picks the shoes up and hands them to Dorothy, I would argue we 
have a friendly donor as a character here and it is the Witch of the North (Propp 2013, 48).  
The Silver Shoes are not the only thing Dorothy receives from the Witch of the North – she 
also gives Dorothy a kiss. Under Propp’s morphology this kiss wouldn’t fall under the category 
of the magical agent, but would be a brand, a sort of mark. But before further expanding on 
this, I must digress from Vladimir Propp’s morphology to Joseph Campbell’s monomythic 
principles that define the hero’s journey. The giving of the Silver Shoes and the kiss may seem 
a very similar occurrence in that they are both in some way magical and protect Dorothy on 
her travels. In Propp’s theory, though, they are not exactly the same as they don’t correspond 
to the same function as Propp has defined them. In theories such as Campbell’s, meanwhile, 
they both fall into the category of an amulet. 
In The Hero with a Thousand Faces, Campbell outlines a traditional hero’s journey as such:  
A hero ventures forth from the world of common day into a region of supernatural 
wonder: fabulous forces are there encountered and a decisive victory is won: the hero 
comes back from this mysterious adventure with the power to bestow boons on his 
fellow man. (2004, 28) 
Campbell developed his narrative structure into three phases: departure, initiation, and return. 
These phases are further divided into seventeen stages – stage three in the phase of departure, 
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“Supernatural Aid” (2004, 63), is when a hero who has begun his or her adventure in any story 
has their first encounter. Campbell writes this encounter “is with a protective figure (often a 
little old crone or old man) who provides the adventurer with amulets against the dragon forces 
he is about to pass [i.e. defeat]” (ibid). In Baum’s novel as well as in the film adaptation, 
Dorothy has already accidentally done away with one such force, the Wicked Witch of the 
East, before meeting the Witch of the North, who informs her the Silver Shoes are hers to use 
and hands them to her, giving her a kiss on her forehead, which leaves “a round, shining mark.” 
She tells Dorothy that she will protect her with it on her journey, but that she cannot go with 
her (Baum 1900, 27).  
Both the shoes and the kiss take on the role of the amulet that Campbell refers to. Dorothy 
doesn’t become aware of the power the Silver Shoes possess until the end of the novel, when 
the Witch of the South, Glinda, enlightens her.  But the kiss does indeed protect her – for 
example, when the party is sent by the Wizard of Oz to kill the Wicked Witch of the West, she 
sees with her all-seeing one eye that Dorothy, the Scarecrow, the Tin Woodman, and the 
Cowardly Lion are in her country (i.e. Winkie country). The Wicked Witch first sends wolves 
to attack the party (1900, 141), then crows (1900, 143), then “a swarm of black bees” (1900, 
144), but they manage to either outsmart or defeat the attacks. As a last resort, the Wicked 
Witch of the West resorts to using her magical Golden Cap, with which she controls the Winged 
Monkeys,12 and sends them to harm the party (1900, 145). The Winged Monkeys, however, 
dare not touch Dorothy after seeing the mark on her forehead and only bring her to the Wicked 
Witch:  
But Dorothy they did not harm at all. […]The leader of the Winged Monkeys […] saw 
the mark of the Good Witch’s kiss upon her forehead and stopped short, motioning the 
others not to touch her. “We dare not harm this little girl,” he said to them, “for she is 
protected by the Power of Good, and that is greater than the Power of Evil.” […] The 
Wicked Witch was both surprised and worried when she saw the mark on Dorothy’s 
forehead, for she knew well that neither the Winged Monkeys nor she, herself, dare hurt 
the girl in any way. She looked down at Dorothy’s feet, and seeing the Silver Shoes, 
                                                          
12 As mentioned in the brief introductions of the witches, the Witch of the West has the magical Golden Cap that 
allow her to control the Winged Monkeys, but only three times. When the Witch sends the Monkeys to attack the 
party, she had already used it twice before (when enslaving the Winkies and when battling the Wizard of Oz), so 
this was the last time she could control them (Baum 1900, 146). 
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began to tremble with fear, for she knew what a powerful charm belonged to them.  
(Baum 1900, 148–150) 
If we analyse The Wonderful Wizard of Oz through Campbell’s monomythic principles, then 
the shoes and the kiss can be both described as amulets. In Propp’s morphology, however, the 
kiss cannot be a magical agent, as it falls neatly under one of his definitions of function XVII 
THE HERO IS BRANDED, which he defines as some sort of “brand [being] applied to the body” 
(2009, 52). According to Propp, however, the hero receives such a mark, wound, or physical 
item during the final battle with the villain or just before it (ibid) and, as mentioned, he claims 
that “[t]he sequence of functions is always identical,” so while not all functions need to occur 
in a fairy tale, their chronological sequence never changes (2009, 22). Since Propp defines his 
functions with respect to how they contribute to the narrative’s structure, the kiss and shoes – 
although technically brands – do not qualify as instances of function XVII precisely because 
they occur too early in the plot. 
The next function that follows the hero receiving a magical item is function XV THE HERO IS 
TRANSFERRED, DELIVERED OR LED TO THE WHEREABOUTS OF AN OBJECT OF SEARCH. The object 
of search for Dorothy is getting back home to Kansas and in order for her to achieve this, she 
must first find the Wizard of Oz. Propp explains that “the object of search is located in 
“another” or “different” kingdom” (2009, 50) – Dorothy has to travel through the various 
countries of the Land of Oz to the City of Emeralds to find the Wizard of Oz, as the Witch of 
the North tells Dorothy he might help her. Propp then enumerates several possible “forms of 
transference of the hero,” including “He travels on the ground or on water” and “The route is 
shown to him” (2009, 51). Dorothy mostly travels on the ground, though she does cross a river 
at one point in the story (Baum 1900, 88–90) and gets some directions from the Witch of the 
North:  
“The road to the City of Emeralds is paved with yellow brick, […] so you cannot miss 
it. When you get to Oz do not be afraid of him, but tell your story and ask him to help 
you. Good-bye, my dear.” (Baum 1900, 27) 
Dorothy starts her journey from the land of Munchkins in chapter three, “How Dorothy Saved 
the Scarecrow,” so we can say that function XV continues to occur throughout the following 
chapters that cover her and her friends’ extensive journey. However, the function that follows, 
function XVI THE HERO AND THE VILLAIN JOIN IN DIRECT COMBAT, doesn’t occur until chapter 
twelve, “The Search for the Wicked Witch,” when Dorothy defeats the Witch of the West by 
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dumping water over her, watching the Witch “melt[…] away like brown sugar before her very 
eyes” (1900, 154).  
On Dorothy’s journey through the Land of Oz, we are introduced to the Scarecrow, the Tin 
Woodman, and to the Cowardly Lion on these pages, who, according to Propp’s seven 
archetype characters or dramatis personae (hero, villain, donor, helper, princess, dispatcher, 
and false hero), represent the helpers to Dorothy. They are essential in making Dorothy’s 
journey to the Emerald City safer; for example, they help her when she runs out of food – the 
Lion offers to kill a deer and the Scarecrow gathers nuts (Baum 1900, 76), and they also come 
up with ways to deal with various problems – crossing broad ditches being one of them: 
“What shall we do?” asked Dorothy despairingly. 
“I haven’t the faintest idea,” said the Tin Woodman, and the Lion shook his shaggy 
mane and looked thoughtful. 
But the Scarecrow said, “We cannot fly, that is certain. Neither can we climb down into 
this great ditch. Therefore, if we cannot jump over it, we must stop where we are.” 
“I think I could jump over it,” said the Cowardly Lion, after measuring the distance 
carefully in his mind. 
“Then we are all right,” answered the Scarecrow, “for you can carry us all over on your 
back, one at a time.” (Baum 1900, 77) 
The actions of helpers as defined by Propp include “solv[ing] a difficult task” and “help[ing] 
the hero get to another kingdom” (2009, 80 and 81), both of which the Scarecrow, the Tin 
Woodman, and the Cowardly Lion do. Baum also uses these difficult tasks to show how 
Dorothy’s helpers already possess within themselves the very thing they are searching for: the 
Scarecrow, who desires a brain, always contemplates the situation and comes up with the 
solution; the Cowardly Lion performs feats of bravery, such as jumping over broad ditches; 
and the Tin Woodman is continuously affected by the world around him, crying at every 
occasion. He wishes for a heart, but even when he steps on a beetle during their journey, he 
weeps “several tears of sorrow and regret” (1900, 71) – something someone without a 
metaphorical heart surely wouldn’t do. 
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To summarize, when Dorothy begins her adventure by leaving the country of the Munchkins 
and travelling through the Land of Oz, function XV THE HERO IS TRANSFERRED, DELIVERED OR 
LED TO THE WHEREABOUTS OF AN OBJECT OF SEARCH occurs. The next function to occur is after 
the Witch of the West captures and enslaves Dorothy, and imprisons the Cowardly Lion (1900, 
150–151).  
The Witch plots to take away Dorothy’s Silver Shoes, as “they would give her more power 
than all the other things she had lost” (1900, 152) – the “lost things” here being the Golden Cap 
and her wolves, bees, and crows. Finally, one day, after observing Dorothy and ruminating on 
how to get her hands on the Silver Shoes, the Witch trips Dorothy with an invisible bar of iron. 
Dorothy becomes angry with her and accidentally defeats her:  
“You are a wicked creature!” cried Dorothy. “You have no right to take my shoe from 
me.” 
“I shall keep it, just the same,” said the Witch, laughing at her, “and someday I shall 
get the other one from you, too.” 
This made Dorothy so very angry that she picked up the bucket of water that stood near 
and dashed it over the Witch, wetting her from head to foot. 
Instantly the wicked woman gave a loud cry of fear, and then, as Dorothy looked at her 
in wonder, the Witch began to shrink and fall away. 
“See what you have done!” she screamed. “In a minute I shall melt away.” 
“I’m very sorry, indeed,” said Dorothy, who was truly frightened to see the Witch 
actually melting away like brown sugar before her very eyes. 
“Didn’t you know water would be the end of me?” asked the Witch, in a wailing, 
despairing voice. 
“Of course not,” answered Dorothy. “How should I?” (Baum 1900, 153–154) 
Dorothy then throws another bucket of water over the “shapeless mass” and nonchalantly 
sweeps what is left of the Witch of the West out the door (1900, 154). Dorothy picks the Silver 
Shoe up, cleans it, and puts it back on her foot – a very calm reaction to a dramatic death, a 
discrepancy that is often found in fairy tales, but would be a very peculiar way to act in real 
life. A possible leftover element of European fairy tales that Baum couldn’t discard. 
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Our hero doesn’t know how to defeat her villain, yet she succeeds in doing so almost by chance, 
as she couldn’t have possibly known that the Witch can be mortally wounded by water. What 
happens here may not fit neatly into Propp’s expanded definitions of his function XVI THE HERO 
AND THE VILLAIN JOIN IN DIRECT COMBAT, which state that the hero and the villain either fight 
in an open field, engage in a competition or play cards. There is even a mention of a special 
form of struggle involving a she-dragon. However, it does correspond to “the hero receiv[ing] 
through victory the very object of his quest” (2009, 52), which is going back to Kansas for 
Dorothy and which the Wizard of Oz promised to do for her, if the Wicked Witch of the West 
is killed:  
“Well,” said the Head, “I will give you my answer. You have no right to expect me to 
send you back to Kansas unless you do something for me in return. In this country 
everyone must pay for everything he gets. If you wish me to use my magic power to 
send you home again you must do something for me first. Help me and I will help you.” 
“What must I do?” asked the girl. 
“Kill the Wicked Witch of the West,” answered Oz. 
“But I cannot!” exclaimed Dorothy, greatly surprised. 
“You killed the Witch of the East and you wear the silver shoes, which bear a powerful 
charm. There is now but one Wicked Witch left in all this land, and when you can tell 
me she is dead I will send you back to Kansas – but not before.” (Baum 1900, 128–
129) 
With the Wicked Witch of the West having been melted, Propp’s function XVIII THE VILLAIN IS 
DEFEATED occurs. The next function to follow the chronological sequence is XIX THE INITIAL 
MISFORTUNE OR LACK IS LIQUIDATED, meaning that Dorothy’s wish to go home should be 
granted at this point of the story. However, the events in the novel that correspond to these two 
functions do not happen one after the other. The Wizard of Oz doesn’t bring Dorothy back to 
Kansas, but gives the rest of the party symbolic gifts for what they were searching for (a heart, 
a brain, and courage), and even declares the Scarecrow the new ruler of the Emerald City before 
leaving: “I command you to obey him as you would me” (Baum 1900, 206). But Dorothy must 
find another way to get back to Kansas.  
I suggest that this is where the second move of the story begins. Recall, the novel begins with 
a lack that represented the initial situation, which has the designation α, and the first function 
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that occurred was IX – Dorothy is transported to Oz, which has the designation B. A simplified 
Proppian scheme of the plot so far, including the initial situation in brackets, is thus: 
(α)B↑DEFGHI, following the functions’ designations defined in section 3.1. The arrow 
pointing up represents Dorothy leaving the house and stepping into Munchkin Country. 
Designations D, E, and F represent Dorothy meeting and talking with the Witch of the North 
and receiving the Silver Shoes. Designation G represents Dorothy’s journey through the Land 
of Oz, and designations H and I represent Dorothy’s altercation with the Wicked Witch of the 
West and the Witch’s defeat. 
 
4.4 The Second Move in The Wonderful Wizard of Oz 
 
Dorothy’s initial situation corresponds to a lack that was imposed by her living in Kansas, 
which brought forth the core Oz plot by her getting dispatched to Oz. Once Dorothy was in Oz, 
her primary lack transformed – she now wished to return to Kansas. Therefore, function XIX 
THE INITIAL MISFORTUNE OR LACK IS LIQUIDATED, whose designation is K, will occur once 
Dorothy is returned back to Kansas: 
In the course of the tales the narrator loses the thread of the story, and one may observe 
that element K sometimes does not quite correspond to the initial A [THE VILLAIN 
CAUSES HARM OR INJURY TO A MEMBER OF A FAMILY; villainy] or a [ONE MEMBER OF A 
FAMILY EITHER LACKS SOMETHING OR DESIRES TO HAVE SOMETHING; lack]. The tale is 
as though out of tune. (Propp 2009, 110) 
Propp explains that a “tale may have several moves, [which] may directly follow [one] another, 
but they may also interweave” (2009, 92). He discusses six possible combinations of how 
moves can connect. The structure of the moves of The Wonderful Wizard of Oz corresponds to 
the second combination of moves Propp mentions:  
A new move begins before the termination of the first one. Action is interrupted by an 
episodic move. After the completion of the episode, the completion of the first move 





Propp then provides the following scheme as an example: 
 
Figure 4: the second possible combination of moves within a tale, as defined by Propp (2009, 93). 
 
The simplified scheme of the structure of the first move in The Wonderful Wizard of Oz, 
provided and summarized at the end of section 4.2, is (α)B↑DEFGHI. The structure of the 
second move, as I will show in this section, is aB↑DEFK.13 A scheme of the novel with the 
first and second move combined, following Propp’s proposed second combination, would thus 
be as follows: 
I.(α)B↑DEFGHI …………….. K↓ 
 II. aB↑DEFK  
 
The first move in The Wonderful Wizard of Oz ends with the Wizard of Oz failing to help 
Dorothy get back to Kansas. She must now find a new way to get there – according to Propp, 
when a “new act of villainy” occurs, or “new lack” is expressed, a new move is created (2009, 
92). Therefore, either function VIII THE VILLAIN CAUSES HARM OR INJURY TO A MEMBER OF A 
FAMILY (with the definition villainy) or function VIIIa ONE MEMBER OF A FAMILY EITHER LACKS 
SOMETHING OR DESIRES TO HAVE SOMETHING (with the definition lack) needs to occur for a new 
move to begin. Propp’s use of the term lack to define function VIIIa is, however, limiting. As 
the title of the function suggests, not just lack, but the desire for something also defines function 
VIIIa, meaning that desire can begin a new move in a tale. 
After the Wizard of Oz leaves Dorothy behind, she laments to the Scarecrow, the Tin 
Woodman, and the Lion that she “want[s] to go to Kansas, and live with Aunt Em and Uncle 
Henry” (Baum 1900, 213). She expresses her desire to leave the Emerald City and find a new 
way to get to Kansas – function VIIIa occurs and begins the second move of The Wonderful 
Wizard of Oz. The party must go on another quest, to find the Witch of the North, before 
Dorothy can return to Kansas.  
                                                          




Propp also ponders when a single tale is composed of several moves, and those moves are not 
actually several different tales. He provides eight definitions of a single tale, the fifth of which 
corresponds to the plot in The Wonderful Wizard of Oz:  
We also have a single tale if, up to the conclusive liquidation of misfortune, there is 
suddenly sensed some sort of shortage or lack which provokes a new quest, i.e. a new 
move, but not a new tale. (2009, 94–95) 
The Wizard of Oz doesn’t help Dorothy get to Kansas and so function XIX THE INITIAL 
MISFORTUNE OR LACK IS LIQUIDATED doesn’t occur. Afterwards, the party ponders how to get 
Dorothy to Kansas, and the Scarecrow suggests calling the Winged Monkeys (Baum 1900, 
213). However, they’re not able to help Dorothy as they “cannot cross the desert” that 
surrounds the Land of Oz (1900, 214). A soldier from the Emerald City then tells the party that 
Glinda, the Witch of the South, might know what to do. He tells them which way they need to 
go, and the party sets out again (1900, 215–216). 
As the second move begins in the novel, I posit that Dorothy assumes a different role than that 
of the victimized hero from the first move. According to Propp, “[o]ne and the same person 
can play one role in the first move and quite another role in the second” (2009, 86). Seeing as 
Dorothy is now searching for the Witch of the South, so that she will help her get back to 
Kansas, I propose Dorothy assumes the role of the seeker-hero. Her leaving the Emerald City 
in search of Glinda thus most suits Propp’s third expanded definition of function IX 
MISFORTUNE OR LACK IS MADE KNOWN; THE HERO IS APPROACHED WITH A REQUEST OR 
COMMAND; HE IS ALLOWED TO GO OR HE IS DISPATCHED, which is “[t]he hero is allowed to 
depart from home” (2009, 37). He explains that the “initiative for departure often comes from 
the hero himself” (ibid), which it does – Dorothy expresses her desire to find a way to get home, 
which means travelling through the Land of Oz to find Glinda. Propp further explains that in 
this instance the “[p]arents bestow their blessing” (ibid) and allow the hero to depart. In the 
novel Dorothy’s friends are the ones that give her their blessing for her to leave by not objecting 
her desire and even offering some solutions:  
“We are not so unlucky,” said [the Scarecrow,] the new ruler, “for this Palace and the 
Emerald City belong to us, and we can do just as we please. When I remember that a 
short time ago I was up on a pole in a farmer’s cornfield, and that now I am the ruler of 
this beautiful City, I am quite satisfied with my lot.”  […] 
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“If Dorothy would only be contented to live in the Emerald City,” continued the 
Scarecrow, “we might all be happy together.” 
“But I don’t want to live here,” cried Dorothy. “I want to go to Kansas, and live with 
Aunt Em and Uncle Henry.” 
“Well, then, what can be done?” inquired the Woodman. 
The Scarecrow decided to think, and he thought so hard that the pins and needles began 
to stick out of his brains. Finally he said: 
“Why not call the Winged Monkeys, and ask them to carry you over the desert?” (Baum 
1900, 212–213) 
The Scarecrow, the Tin Woodman, and the Cowardly Lion understand Dorothy’s desire and 
help her find a way to leave their new home, the Emerald City. With this, functions IX 
MISFORTUNE OR LACK IS MADE KNOWN; THE HERO IS APPROACHED WITH A REQUEST OR 
COMMAND; HE IS ALLOWED TO GO OR HE IS DISPATCHED and XI THE HERO LEAVES HOME occur. 
After leaving the Emerald City, the party once again travels through the Land of Oz and has to 
overcome several obstacles before finding Glinda. In chapter nineteen, “Attacked by the 
Fighting Trees”, they have trouble entering a forest due to aggressive animate trees; in chapter 
twenty, “The Dainty China Country”, they cross a country wholly made of porcelain; in chapter 
twenty-one, “The Lion Becomes the King of Beasts”, the Cowardly Lion defeats a giant spider 
that is terrorising a forest and is crowned by the thankful animals that live there; and in chapter 
twenty-two, “The Country of the Quadlings”, they are attacked by Hammer-Heads.14  
The action-packed episodes in these chapters correspond to function XII THE HERO IS TESTED, 
INTERROGATED, ATTACKED, ETC., WHICH PREPARES THE WAY FOR HIS RECEIVING EITHER A 
MAGICAL AGENT OR HELPER. I shall include just one example of a scene that corresponds to this 
function: Dorothy wishes to take a porcelain Princess they encounter in the Dainty China 
Country back to Kansas with her, but the Princess asks Dorothy not to do that, protesting – in 
a rather humorous way – that she cannot leave the Land of Oz as she wouldn’t be a living thing 
anymore:  
                                                          
14 Hammer-Heads are described as “quite short and stout,” with a large head “which was flat at the top and 
supported by a thick neck, full of wrinkles.” It is also said that they don’t have arms and that they attack the party 
by rapidly extending their necks and hitting them with their heads (Baum 1900, 246). 
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That would make me very unhappy[.] […] You see, here in our country we live 
contentedly, and can talk and move around as we please. But whenever any of us are 
taken away our joints at once stiffen, and we can only stand straight and look pretty. Of 
course that is all that is expected of us when we are on mantels and cabinets and 
drawing-room tables, but our lives are much pleasanter here in our own country. (Baum 
1900, 233–234) 
Dorothy appeases the porcelain Princess and bids her goodbye (1900, 234). This event 
corresponds to the fifth of the expanded definitions for function XII, which is “[t]he hero is 
approached with a request for mercy” (Propp 2009, 41). 
In chapter twenty-three, “The Good Witch grants Dorothy’s Wish,” the party is allowed to meet 
with Glinda and function XIII THE HERO REACTS TO THE ACTIONS OF THE FUTURE DONOR occurs. 
Glinda asks for the Golden Cap in order for her to help Dorothy get back to Kansas and Dorothy 
gladly accepts this condition by saying to Glinda: “it is of no use to me now, and when you 
have it you can command the Winged Monkeys three times” (Baum 1900, 254). Glinda goes 
on to explain how she will use the Golden Cap – she will command the Winged Monkeys to 
carry Dorothy’s three friends to where they want to go and then she will set the Winged 
Monkeys free by giving the Golden Cap to their King. 
Functions XIV THE HERO ACQUIRES THE USE OF A MAGICAL AGENT and XIX THE INITIAL 
MISFORTUNE OR LACK IS LIQUIDATED occur in the following events. Dorothy is given the 
magical agent (the Silver Shoes) at the beginning of the tale, but she isn’t aware of what power 
exactly it possesses as no one can tell her. Glinda is the only one who seems to be aware of the 
nature of the power the Silver Shoes have:  
“Your Silver Shoes will carry you over the desert,” replied Glinda. “If you had known 
their power you could have gone back to your Aunt Em the very first day you came to 
this country.”  […] [T]hey can carry you to any place in the world in three steps, and 
each step will be made in the wink of an eye. All you have to do is to knock the heels 
together three times and command the shoes to carry you wherever you wish to go.” 
(Baum 1900, 257) 
The Scarecrow, the Tin Woodman and the Lion all exclaim that they wouldn’t have received 
what they were searching for (brains, a heart, and courage) if Dorothy had gone home 
immediately. They give Dorothy a sense of purpose and a good reason as to why she had to 
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journey through the Land of Oz and overcome obstacles – on the way she found friends that 
are now better off because of her. They received what they had desired and now it was finally 
Dorothy’s turn to get what she wanted – a way back home. 
With Dorothy finally learning about the shoes’ powers from Glinda, she is now able to return 
home to Kansas. First, function XIX must occur to conclude the second episodic move and then, 
it needs to occur again, to begin completing the first move (recall my scheme of the novel with 
the first and second move combined earlier in this section). 
The act of Dorothy finding the Witch of the South and finding out from her how to get home 
corresponds to one of Propp’s definitions of the functions, which is that “[t]he object of a quest 
is obtained as the direct result of preceding actions” (2009, 54). Dorothy travelled through the 
Land of Oz and gave Glinda the Golden Cap, so that she would help her. This concludes the 
second move. 
Function XIX is realised in the continuation of the first move through Dorothy’s now possible 
return to Kansas enabled by the Silver Shoes. While expanding this function, Propp states that 
“[t]he object of search is obtained instantly through the use of a magical agent” (2009, 54). 
Here “[t]he [metaphorical] object of search” is the return to Kansas, which Dorothy does 
indeed do instantly, with the help of the Silver Shoes.  
Afterwards, the final function, XX THE HERO RETURNS, occurs. Propp further defines this 
function as “generally accomplished by means of the same forms as an arrival” (55). Dorothy 
arrived to Oz via the cyclone that lifted her house and carried it there and returned back 
“whirling through the air, so swiftly that all she could see or feel was the wind whistling past 
her ears” (Baum 1900, 258). Propp’s function XX is the last of the functions we can observe in 
Baum’s novel as after Dorothy lands back in Kansas, the story quickly ends: 
Aunt Em had just come out of the house to water the cabbages when she looked up and 
saw Dorothy running toward her. 
“My darling child!” she cried, folding the little girl in her arms and covering her face 
with kisses. “Where in the world did you come from?” 
“From the Land of Oz,” said Dorothy gravely. “And here is Toto, too. And oh, Aunt 
Em! I’m so glad to be at home again!” (Baum 1900, 261)  
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This is the last chapter of the novel – Dorothy is back home, reunited with Aunt Em and Uncle 
Henry. 
A simplified scheme of the second episodic move is thus: aB↑DEFK. Designation a represents 
the lack that initiated the second move – Dorothy’s wish to return to Kansas. Designation B 
represents the Scarecrow, the Tin Woodman, and the Lion giving their blessing for Dorothy to 
leave the Emerald City, and the arrow pointing up represents Dorothy doing so. Designation D 
represents Dorothy’s encounter with the Princess in the Dainty China Country. Designations 
E, F and K represent Dorothy’s interaction with Glinda, the Witch of the South, during which 
Dorothy gives Glinda the Golden Cap and Glinda tells Dorothy how to use the Silver Shoes. 
Function XIX (designation K) is the function that concludes the second move and also begins 
the completion of the first move (Dorothy is able to return to Kansas), which is then finally 
concluded by ↓ (function XX), Dorothy being transported to Kansas. Incidentally, Propp’s 
function XX, when the film’s Dorothy wakes up in grey Kansas once more – the hero thus 
having returned – is also the last function that can be observed in the film adaptation, but for a 




5. Propp’s Character Role of the Villain and the Antagonist in The 
Wonderful Wizard of Oz and The Wizard of Oz 
Before moving to the Proppian analysis of The Wizard of Oz, we should consider whether the 
Witch of the West is the only antagonist in the novel and the film. According to my analysis of 
Baum’s novel through Proppian morphology, the Witch of the West assumes the role of the 
villain in the novel and performs the act that fits into the sphere of the villain – as discussed in 
section 3.1, one of the spheres of action of the villain is some sort of a struggle with the hero, 
which is designated with the letter H and its function is XVI THE HERO AND THE VILLAIN JOIN IN 
DIRECT COMBAT. However, if one doesn’t look at The Wonderful Wizard of Oz through 
Proppian morphology, the Witch of the West may be the primary antagonist, but the Wizard of 
Oz himself is also an antagonist to Dorothy, which I show in the following chapter. 
In the novel, the Wizard of Oz deceives the entire land of Oz. Characterised by Baum as a 
“good wizard,” yet “powerful and terrible,” he forces the citizens of the Emerald City to “wear 
spectacles night and day” ever since the city was built. These spectacles are locked, so that no 
one can take them off and see that the city is not actually green (Baum 1900, 116–118). His 
trickery is so vast that other truly powerful characters, such as the Witch of the North, comment 
that they have never seen the Wizard in person. 
In the fifteenth chapter, “The Discovery of Oz, The Terrible,” the Wizard of Oz is accidentally 
revealed to be a fraud when Toto knocks down a screen behind which he was hiding. Oz admits 
to the party that he has been deceiving everyone – for example, he shows them a papier mâché 
head that he suspended from the ceiling when appearing as a giant head during one of their 
meetings with them and explains that he spoke to them with the help of his skills as a 
ventriloquist. He also mentions that he is a balloonist who ended up in Oz after a mishap with 
his balloon (1900, 183–187). There are several individual meetings the party has with the 
Wizard of Oz before he sends them to kill the Wicked Witch of the West and he changes 
appearance each time – for Dorothy he is a floating head, for the Scarecrow he is a woman with 
wings and a crown, for the Tin Woodman he is “a most terrible Beast,” and for the Cowardly 
Lion he is “a Ball of Fire” (1900, 127-134). The party now knows that they were all tricked 
during these meetings and not in the presence of a great wizard, dissolving his power over them 
and their fears in an instant. 
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In the film, these audiences with the Wizard are condensed into a single meeting where all the 
party members are present together – his practical effects of looking like a floating head with 
smoke billowing around him are similar to what is described in the novel, but the Wizard is 
ruder to the party, yelling insults at them. His deceit in the film is less severe though – the 
Emerald City is actually green and there are no spectacles. In both versions, he gives the 
Scarecrow, the Cowardly Lion, and the Tin Woodman/Tinman symbolic gifts for the brain, 
courage, and heart they were respectively seeking, and offers Dorothy to take her home with 
his hot air balloon. He also leaves Dorothy behind in the Emerald City, both in the novel and 
in the film – in the novel he just tells her that he “can’t come back” (1900, 207); however, as a 
balloonist, he must have known how to lower the hot air balloon. In the film, he also tells the 
party he is a balloonist (Figure 5), yet when the time comes to leave with the balloon, this turns 
out to be just another instance of the Wizard’s chicanery (Figure 6).  
 
Figure 5: the Wizard of Oz telling the party he is a balloonist (time stamp: 1:32:58). 
   
Figure 6: the Wizard of Oz turning out not to be a balloonist (time stamp: 1:35:14 – 1:35:19). 
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Because of the Wizard of Oz’s deception of an entire land and the extortion of our main 
characters to kill the Wicked Witch of the West before he helps them, I posit that the Wizard 
of Oz, like the aforementioned witch, is an antagonist in both the novel and the film – that is, 
up to the point when the party discovers he isn’t really as powerful or as terrible as he presented 
himself to be.  
When applying Propp’s functions to Baum’s novel, the functions pertaining to the villain occur 
in such a way that they refer only to the Wicked Witch of the West. Although she is hardly 
even present in the entire novel, her character fits neatly in two of the three penultimate 
functions that occur in the novel – functions XVI THE HERO AND THE VILLAIN JOIN IN DIRECT 
COMBAT and XVIII THE VILLAIN IS DEFEATED, which can be summarized in the following events 
from the novel: The Wicked Witch of the West trips Dorothy to get the Silver Shoes and 
managing to obtain one, Dorothy gets upset and dumps a bucket of water over the Witch’s head 
(function XVI), the Witch melts into a puddle (function XVIII), and with the Witch being gone, 
Dorothy and the Cowardly Lion are no longer her prisoners so that the Wizard of Oz can 
subsequently attempt to help the party with their requests (Baum 1900, 153-155).  
The Wizard of Oz doesn’t assume the Proppian role of a villain in the novel, but in the film 
adaptation, which made sure to tie Kansas and Oz together with mirroring characters, we 
encounter both antagonists’ counterparts before Dorothy even lands in Oz – Miss Gulch and 
Professor Marvel. I will establish which of these characters assumes the character role of the 
villain better in the Kansas prologue in section 6.2, to determine which of the functions that are 
the preparation and part of the complication of a tale (as discussed in section 3.1, the 
preparation are the first seven functions and the complication are function VIII to X) occur in 




6. The Scope of Proppian Analysis in The Wizard of Oz 
Though the Kansas prologue and epilogue are not technically part of the fairy tale Land of Oz, 
I approached the film adaptation as a fairy tale from the very start of the film and up to 
Dorothy’s return from Oz, therefore including the prologue in my analysis, but not the epilogue. 
The reason for this is as follows: the film’s prologue is heavily interspersed with links to Oz, 
but in the epilogue, Dorothy’s adventure in Oz is immediately explained as a dream – all 
connections are broken.  
These connections between Kansas and the Land of Oz were, according to Aljean Harmetz, 
something that was important to every writer that worked on adapting the story for the silver 
screen:  
[A]ll the scriptwriters, starting with [Herman J.] Mankiewicz, focused almost as much 
of their attention on Kansas as they did on Oz. They felt it necessary to have an audience 
relate to Dorothy in a real world before transporting her to a magic one. (Harmetz 2013, 
26-27) 
Herman J. Mankiewicz was the first15 of the many screenwriters that worked on the film 
adaptation. According to Harmetz (2013), “the first page of Mankiewicz’s treatment” includes 
the information that the choice of shooting the Kansas prologue and epilogue in black and 
white, contrastively to shooting the Land of Oz in Technicolor, was made before any treatment 
or script was ever written (2013, 27-28). A suitable choice, as the word gray is used ten times 
to describe Dorothy’s dull surroundings in Baum’s short first chapter: 
When Dorothy stood in the doorway and looked around, she could see nothing but the 
great gray prairie on every side. Not a tree nor a house broke the broad sweep of flat 
country that reached to the edge of the sky in all directions. The sun had baked the 
plowed land into a gray mass, with little cracks running through it. Even the grass was 
not green, for the sun had burned the tops of the long blades until they were the same 
gray color to be seen everywhere. Once the house had been painted, but the sun blistered 
the paint and the rains washed it away, and now the house was as dull and gray as 
everything else. (Baum 1900, 12) 
                                                          
15 Aljean Harmetz states that Herman J. Mankiewicz was the first screenwriter and Kenneth von Gunden also 
credits him as being the first (2001, 216); however, I have found William H. Cannon cited as being hired before 
Mankiewicz, though his script draft ended up being not used  
(https://oz.fandom.com/wiki/Wizard_of_Oz_Screenwriters, accessed June 14, 2019). 
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The dull and barren Kansas is visually incongruous to the Land of Oz, where each country 
within is associated with a different colour: the Emerald City is associated with green, 
Munchkin Country with blue, Winkie Country with yellow, Gillikin Country with purple, and 
Quadling Country with red (Figure 7).  
 
Figure 7: the first map of The Land of Oz as it appeared in Tik-tok of Oz (1914), the eighth Land of Oz book, where the 
position of Munchkin country, which is in the east, and Winkie country, which is in the west, is reversed. 
The film only features Munchkin Country, Winkie country, and the Emerald City. The colour 
coding was a detail that was abandoned, save from keeping green as the colour of the Emerald 
City. As the film also eliminated the party’s travel to Quadling Country to find the Witch of 
the South – which happens in the novel after the Wizard leaves Dorothy behind – and Gillikin 
Country doesn’t even appear in The Wonderful Wizard of Oz, it makes sense why this particular 
change was made. The Oz part of the film was still very much colourful, just the strong 
association of each individual country with a colour was lost in the adaptation.  
Making use of it being a visual medium, the film contrasts bleak Kansas (Figure 8) and 
colourful Oz in an excellent way: when Dorothy lands in Oz, she opens the door of the house 
and the film suddenly changes from black and white to colour. Dorothy literally walks into a 
world full of colour, where the environment is busier, full of blossoming flowers and hills 
rolling in the background (Figure 9). The first characters that Dorothy meets in this strange 
new land are all wearing multi-coloured clothes with various patterns (Figure 10), a sharp 
contrast to the simple farm clothes in the Kansas prologue. 
The decision to use Technicolor to further cement the disparity between the film’s real and 
dream worlds was also possibly done due to “genre conventions,” as “Technicolor was best 
suited for ‘musical revues’” (Bordwell 2005, 595), which The Wizard of Oz most certainly was 




Figure 8: Opening scene in Kansas - Dorothy and Toto running on a dirt road, surrounded by fields (time stamp: 0:1:58). 
    
Figure 9: Dorothy opens the door and colour appears on the screen (time stamp: 0:19:32); Dorothy enters the colourful Land 
of Oz (time stamp: 0:19:37).  
 
Figure 10: Dorothy and the Munchkins (time stamp: 0:28:38). 
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While Mankiewicz expanded Dorothy’s time in Kansas, it was Noel Langley, credited as a 
screenwriter in the final film, who handed in a forty-three-page treatment in March 1938 that 
truly tethered the fantastic to the real (Harmetz 2013, 32-34). While Langley invented “the two 
Kansas farmhands who reappear in Oz as the Scarecrow and the Tin Woodman” (2013, 34), he 
didn’t include a Cowardly Lion counterpart in the Kansas prologue until the final script – up 
till then, the existence of this character was kept solely in the land of Oz. In one of Langley’s 
earlier scripts, the Cowardly Lion was “handsome Florizel, fiancé of Sylvia, a beautiful girl 
held prisoner by the Wicked Witch of the West” (2013, 35). Florizel was enchanted by the 
Wicked Witch into a lion, so that Sylvia would be forced to marry Bulbo, the son of the Witch:  
The invention of such standard fairy-tale characters by Langley is ironic, since The 
[Wonderful] Wizard of Oz, written in 1899 and published in 1900, was consciously 
intended by its author to be a new kind of fairy tale – an American fairy tale not 
dependent on the winged fairies, enchantments, cruelty, and blood-letting of the 
classical European variety.  (Harmetz 2013, 35) 
Harmetz then goes on to point out the Scarecrow and the Tin Woodman / the Tinman as 
“extend[ing] the limits and gently mock[ing] the conventions of fairy stories at the same 
moment” (2013, 36) by constantly needing repairing or maintenance – stuffing straw back into 
him for the Scarecrow and needing oil so that he doesn’t rust for the Tin Woodman / the 
Tinman. Note, however, that Langley’s potential changes in the presentations of characters are 
irrelevant to Propp’s structuralism, which only looks at the characters’ narrative roles and not 
the characters in and of themselves. 
Langley tried to anchor the land Oz to the grey reality of Kansas as best as he could, introducing 
Miss Gulch as the Kansas counterpart of the Wicked Witch of the West (2013, 34), the 
previously mentioned farmhands, and even a version of Uncle Henry in Oz (2013, 35). He 
defended his version of the script to producer Mervyn LeRoy and assistant producer Arthur 
Freed by saying “that you cannot put fantastic people in strange places in front of an audience 
unless they have seen them as human beings first” (2013, 34). The filmmakers were interested 
more in how the audience would react to the film. They were, in a sense, post-structuralist in 
this regard, as their treatment of the script was informed by outside influences that went beyond 
the novel’s content. 
Langley was possibly influenced by The Wizard of Oz from 1925, a silent film, where 
characters that later appeared in Oz were first established in Kansas, or, as he himself had 
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claimed, by Poor Little Rich Girl, a silent film from 1917, where the main character had a 
nightmare “in which all the people who had been the poor little rich girl’s servants turned up” 
(Harmetz 2013, 34). It seems there was no precedent that would inspire Langley to abandon 
this idea and retain the reality of the existence of the Land of Oz. 
 
Figure 11: Dorothy meets Professor Marvel (time stamp: 0:11:37). 
Florence Ryerson and Edgar Allan Woolf, who were officially assigned to The Wizard of Oz 
on June 3, 1938 (2013, 46) and were the other two screenwriters credited in the final film, 
suggested “to triple the use of the Wizard character.” This resulted in not only three characters 
being played by the same actor, Frank Morgan, but five characters: Professor Marvel in the 
Kansas prologue, the Gatekeeper who let the party enter the Emerald City, the Carriage Driver 
who takes them to the Wash & Brush up CO. to freshen up before seeing the Wizard of Oz, the 
Guard who gets them to meet the Wizard after he changes his mind and refuses to see them, 
and, of course, the Wizard of Oz himself. However, Ryerson and Woolf didn’t suggest this 
change for the same reason that made Langley include Kansas alter-egos for their Oz 
counterparts, but simply because they didn’t want “the audience [to] feel cheated because they 
didn’t see enough of [Frank Morgan]” (2013, 47–48). In addition, only Professor Marvel 
corresponds to the Wizard of Oz’s counterpart – the other three parts are minor and appear 
within the Land of Oz. Professor Marvel is the only Frank Morgan character that appears in 
Kansas and fits the Wizard of Oz mould – he is also a deceiving balloonist, though we only get 
a visual clue for that last fact (Figure 11). Professor Marvel has the phrase “Balloon 
Exhibitionist” painted on his wagon, the latter part of which implies he doesn’t really know 
how to operate a hot air balloon. 
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6.1 Propp’s Morphology in The Wizard of Oz 
 
In all, seventeen unique functions occur in the film, which is six more unique functions than in 
the novel. These new functions that appear in the film correspond to the Kansas prologue, an 
addition by the filmmakers that expanded the short first chapter of the novel. 
I have argued that Baum’s novel consists of two moves, but the film, though it has a distinct 
three part structure consisting of the prologue and epilogue that take place in Kansas and the 
“middle” part that takes place in Oz”, is only a one-move tale. In section 4.4 I discuss that 
Baum’s Dorothy and the party are forced to go on another journey through the Land of Oz 
before Dorothy is able to return to Kansas. In the film, this doesn’t happen – Glinda appears 
and resolves the problem almost immediately – I will expand on this point further in section 
6.3.  
The first function that occurs in Baum’s novel is IX MISFORTUNE OR LACK IS MADE KNOWN; THE 
HERO IS APPROACHED WITH A REQUEST OR COMMAND; HE IS ALLOWED TO GO OR HE IS 
DISPATCHED, on account of the brevity of the first chapter in the novel. The film, however, 
includes some of the functions I through VIII (I go through the first two functions in the 
following paragraphs and through the rest of the functions in sections 6.2.1 and 6.2.2), which I 
argue take place in the beginning of the film, while Dorothy is still in Kansas.  
Propp’s first function, I ONE OF THE MEMBERS OF A FAMILY ABSENTS HIMSELF FROM HOME, does 
not occur in the film, as nothing of the sort happens. There is, of course, the initial situation, 
which presents to the audience our hero, Dorothy, her dog Toto, Aunt Em and Uncle Henry, 
the farmhands, and the mention of Miss Gulch. As discussed in section 3.1, Propp describes 
the initial situation as a scene where “[t]he members of a family are enumerated” (2009, 25), 
which is a crucial scene for any story, as the readers or viewers needs to familiarize themselves 
with the characters.  
After the initial situation, the first function follows – function II AN INTERDICTION IS ADDRESSED 
TO THE HERO. Propp explains this function as “[s]ometimes […] an interdiction is evidenced in 
a weakened form, as a request or bit of advice [for example,] a mother tries to persuade her son 
not to go out fishing” (2009, 26). I would argue this function occurs when Dorothy tries to tell 
Aunt Em what Miss Gulch told her she will do to Toto. Aunt Em doesn’t let Dorothy get a 
word in edgewise – she interrupts Dorothy almost immediately and advises her to just stay out 
of trouble and that she is overreacting (Figure 12).  
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Figure 12: Aunt Em advises Dorothy not to get into trouble (time stamp: 0:5:11 - 0:5:22). 
Before discussing the functions that follow, which are mainly aimed at the villain in the story, 
I need to determine which character assumes this role in the film adaptation, more precisely, in 
the Kansas prologue, to see if these functions actually occur. As I discussed in section 3.1, the 
term antagonist is more suitable for the character role that Propp refers to as a villain, as Propp, 
and therefore my analysis, is interested more in the actions of the character and how they 
influence the story, and not the characters themselves. While Propp’s terminology may be used, 
one should keep in mind that what is meant here as a villain is the antagonist – that is, a 
character with whom the protagonist is in some sort of conflict. 
 
6.2 The Role of the Villain in the Kansas Prologue of The Wizard of Oz 
 
I established in chapter 5 that the Witch of the West and the Wizard of Oz are antagonists in 
both the novel and the film. As the film provides a counterpart to both of these characters in 
the Kansas prologue, I will discuss which of them corresponds to the role of the villain 
according to Propp, by applying the following functions to both Miss Gulch and Professor 
Marvel: 
III. THE INTERDICTION IS VIOLATED. 
IV. THE VILLAIN MAKES AN ATTEMPT AT RECONNAISSANCE.  
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V. THE VILLAIN RECEIVES INFORMATION ABOUT HIS VICTIM.  
VI. THE VILLAIN ATTEMPTS TO DECEIVE HIS VICTIM IN ORDER TO TAKE POSSESSION OF HIM 
OR OF HIS BELONGINGS.  
VII. THE VICTIM SUBMITS TO DECEPTION AND THEREBY UNWITTINGLY HELPS HIS ENEMY.  
VIII. THE VILLAIN CAUSES HARM OR INJURY TO A MEMBER OF A FAMILY.  
a. ONE MEMBER OF A FAMILY EITHER LACKS SOMETHING OR DESIRES TO HAVE 
SOMETHING. 
IX. MISFORTUNE OR LACK IS MADE KNOWN; THE HERO IS APPROACHED WITH A REQUEST OR 
COMMAND; HE IS ALLOWED TO GO OR HE IS DISPATCHED.  
As discussed in section 3.1, functions I to VII constitute what Propp named the “the preparatory 
part of the tale” (2009, 31). As discussed in section 6.1, function I does not occur in the film, 
and function II occurs through the action of Aunt Em advising Dorothy. Functions from VIII to 
X form the “complication”, which generally begins with “an act of villainy” (2009, 31), or is 
replaced with a lack, as discussed in section 4.1. 
6.2.1 Miss Gulch in the Role of the Villain 
 
In section 6.1 I discussed the film’s omission of function I and the occurrence of function II, 
which corresponds to Aunt Em telling Dorothy to stay out of trouble. The next function to 
follow is function III THE INTERDICTION IS VIOLATED. Such a violation occurs when Miss Gulch 
arrives at the farm to take Toto away and have him “destroyed” (Figure 13) and Dorothy 
immediately begins fretting and protesting. Propp states that “[a]t this point a new personage, 
who can be termed the villain, enters the tale. His role is to disturb the peace of a happy family, 
to cause some form of misfortune, damage, or harm.” (2009, 27). Let’s assume the villain is 
Miss Gulch.  
Miss Gulch arrives, saying to Uncle Henry that she needs to talk to him and Aunt Em about 
Dorothy. Afterwards Miss Gulch threatens Aunt Em that she will get their farm taken away 
and produces an order, which she claims gives her the power to take Toto away. We can’t really 
say that any reconnaissance on account of the villain, as per function IV, happens here, as 
Propp’s definitions include it having “the aim of finding out the location of children, or 
sometimes of precious objects, etc.” or there being “[a]n inverted form of reconnaissance” 
where the villain gets questioned by the intended victim, or there being “forms of 
reconnaissance by means of other personages” (2009, 28). Miss Gulch doesn’t attempt to 
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receive any new information; rather, she is there mainly to take Toto, who is like a member of 
the family, away. 
 
Figure 13: Miss Gulch wanting to take Toto away (time stamp: 0:8:40). 
Therefore, functions IV THE VILLAIN MAKES AN ATTEMPT AT RECONNAISSANCE and V THE 
VILLAIN RECEIVES INFORMATION ABOUT HIS VICTIM can’t occur if Miss Gulch is assumed to be 
the Proppian villain. Function VI THE VILLAIN ATTEMPTS TO DECEIVE HIS VICTIM IN ORDER TO 
TAKE POSSESSION OF HIM OR OF HIS BELONGINGS could be applied, as Miss Gulch produces the 
aforementioned order to take Toto away and one of Propp’s definitions includes the villain 
employing “other means of deception or coercion”; however, Propp also specifies that the 
villain “assumes a disguise” when performing this function, though he gives room to a variety 
of “disguises”, from transfiguration to dressing differently to even just pretending to be 
someone else. Miss Gulch doesn’t change here appearance here at all, so this particular function 
also cannot occur (2009, 29).  
When Aunt Em agrees to let Miss Gulch take Toto, function VII THE VICTIM SUBMITS TO 
DECEPTION AND THEREBY UNWITTINGLY HELPS HIS ENEMY occurs. This function is expanded by 
Propp as “the villain taking advantage of some difficult situation in which his victim is caught 
[…].” He also states that “[s]ometimes the difficult situation is deliberately caused by the 
villain” (2009, 30) – this would be Miss Gulch threatening to get their farm taken away and 
getting an order issued by the law (Figure 14). 
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Figure 14: Miss Gulch antagonizing Aunt Em (time stamps: 0:9:03 and 0:9:16). 
Dorothy protests, but in the end Uncle Henry takes Toto from her arms and puts him in Miss 
Gulch’s basket. Dorothy runs into her room crying and Miss Gulch takes Toto away. This scene 
can be interpreted as function VIII THE VILLAIN CAUSES HARM OR INJURY TO A MEMBER OF A 
FAMILY, which Propp explains can include “[t]he villain plunder[ing] in other forms” with 
“[t]he object of seizure fluctuat[ing] to an enormous degree” (2009, 31).  
Toto, of course, jumps out of the basket and hurries back to Dorothy, who then runs away with 
him and comes across a wagon – singing can be heard, she goes to investigate, and meets 
Professor Marvel. Not long after, she is transported to Oz by the tornado lifting up her house, 
and function IX MISFORTUNE OR LACK IS MADE KNOWN; THE HERO IS APPROACHED WITH A 
REQUEST OR COMMAND; HE IS ALLOWED TO GO OR HE IS DISPATCHED occurs in the film. This 
function happens in the film at the same point as it does in the novel, as discussed in section 
4.1, and by the same definition given by Propp that is: “[t]he banished hero is transported 
away from home” (2009, 37); namely, Dorothy, who is inside the house, is carried by the 
tornado from Kansas to the magical Land of Oz. 
 
6.2.2 Professor Marvel in the Role of the Villain 
 
Propp (2009) states that after “a violated interdiction […] a new personage, who can be termed 
the villain, enters the tale” (2009, 27). Let’s assume that Professor Marvel takes the role of the 
villain in the Kansas prologue of The Wizard of Oz. Function III THE INTERDICTION IS VIOLATED 
would then occur when Miss Gulch arrives to the farm to take Toto away and Dorothy threatens 
and pushes the basket Miss Gulch is holding, throwing her slightly off her balance and 
disobeying Aunt Em’s advice to not fret or get into trouble. Afterwards, Dorothy runs away 
with Toto and comes upon Professor Marvel’s wagon. He begins blindly guessing what 
Dorothy is up to, eventually coming up with the correct answer that she is running away. 
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Dorothy is impressed with Professor Marvel’s guess but he ensures her that he “never guesses, 
he knows” (Figure 15). Professor Marvel then proceeds to figure out through logical deduction 
the reason as to why Dorothy had run away from home. This scene corresponds to Propp’s 
functions IV THE VILLAIN MAKES AN ATTEMPT AT RECONNAISSANCE and V THE VILLAIN 
RECEIVES INFORMATION ABOUT HIS VICTIM.  
 
Figure 15: Professor Marvel and Dorothy (time stamp: 0:12:01). 
They go inside his wagon to “consult his crystal”, and Professor Marvel puts on a turban, which 
could correspond to Propp’s vague and broad definition of a disguise, and tells Dorothy to close 
her eyes (Figure 16). She obliges and Professor Marvel is able to grab her basket and go through 
it, seeing a photograph of Dorothy and Aunt Em in front of their farm, which helps his 
deception of Dorothy – for example, he says to her that he sees a house with a picket fence and 
a barn, and a woman with a careworn face. Dorothy is gullible and even helps Professor Marvel, 
saying that Aunt Em is the woman in the picture with her – he deduces that Aunt Em’s full 
name is Emily, solidifying Dorothy’s belief in him. Here we can apply Propp’s functions VI 
THE VILLAIN ATTEMPTS TO DECEIVE HIS VICTIM IN ORDER TO TAKE POSSESSION OF HIM OR OF HIS 




   
Figure 16: Dorothy believing that Professor Marvel is consulting his crystal (time stamp: 0:13:11 - 0:13:17). 
At this point Professor Marvel tells Dorothy that Aunt Em is crying because she is hurt by 
someone she loves and has taken care of in sickness. He tells Dorothy that Aunt Em is putting 
her hand on her heart and collapsing on the bed, which makes Dorothy rush back to the farm. 
The corresponding function here would be VIII THE VILLAIN CAUSES HARM OR INJURY TO A 
MEMBER OF A FAMILY, which doesn’t happen literally – Professor Marvel lies to Dorothy that 
Aunt Em is ill, so the “harm or injury” he causes to Aunt Em is purely figurative. I argue that 
this last function does in fact still occur, as Dorothy, our hero, believes that Aunt Em is really 
ill. It is what propels her to hurry back to the farm.  
At first glance it would be easy to assume that Miss Gulch corresponds to the role of the villain 
according to Propp’s functions in the Kansas prologue, but after going through each function 
with both Miss Gulch and Professor Marvel, it is Professor Marvel that fits the role better here, 
and Miss Gulch’s counterpart of the Wicked Witch of the West in the Oz part of the film.  
Propp defines his dramatis personae exclusively in terms of the roles they play relative to the 
narrative; hence his use of the term “functions”, which are in this case mappings from 
characters onto narrative structure. Consequently, the characters’ intentions – as well as a 
deeper understanding of the characters in and of themselves – are irrelevant to the functions. 
Miss Gulch’s intentions may be more malevolent than those of Professor Marvel, who 
essentially just wants to get Dorothy back home – even though he uses deception (a morally 
suspect action) to achieve this goal. Professor Marvel’s “deeds as such, evaluated and defined 
from the viewpoint of their meaning for the hero and for the course of the action” (Propp 2009, 
81) correspond to his role as the inadvertent antagonist here, or in Propp’s terms, the villain. If 
Dorothy hadn’t come across Professor Marvel, his interaction with her wouldn’t have sent her 
back to the farm in time to get caught in the tornado, be hit on the head by a dislodged window, 
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and “transported to Oz.”16 Thus, Professor Marvel’s actions correspond to function IX 
MISFORTUNE OR LACK IS MADE KNOWN; THE HERO IS APPROACHED WITH A REQUEST OR 
COMMAND; HE IS ALLOWED TO GO OR HE IS DISPATCHED occurring, by the same argument I 
provided in section 6.2.1, in which I discussed Miss Gulch as the villain.  
 
6.3 Propp’s Morphology after Dorothy Lands in Oz in the Film 
 
Following Dorothy’s transport to Oz via the farmhouse flying in the tornado, the functions that 
follow (functions from XI to XX) occur at the same plot points both in the novel and the film. I 
will only expand further upon a few functions, those that either don’t occur in the novel or 
those that require additional explanation; others will be left out for the sake of brevity. 
As elaborated in section 4.3, function XV THE HERO IS TRANSFERRED, DELIVERED OR LED TO THE 
WHEREABOUTS OF AN OBJECT OF SEARCH, includes Dorothy meeting her helpers, the Scarecrow, 
the Tinman, and the Lion. The function that follows is XVI THE HERO AND THE VILLAIN JOIN IN 
DIRECT COMBAT. In contrast to the novel, where Dorothy and the Cowardly Lion are capture 
by the Witch of the West, the film’s Dorothy is imprisoned alone in the Witch’s castle. The 
remaining party, together with Toto, come to get her out. The Witch catches them in the act of 
escaping and sends her guards17 to seize them, the chase concluding in a tower on the castle’s 
wall.  The Witch then tells Dorothy, the Scarecrow, the Tinman, and the Lion that she will kill 
all of them, one by one. She ignites her broom with a wall torch and sets fire to the Scarecrow 
by touching his arm with the burning broom. Dorothy throws a pail of water over the Scarecrow 
to save him and by chance also hits the Witch of the West. She then goes to explain to the 
Witch’s guard that she didn’t do it on purpose (Figure 17).  
Neither in the novel nor in the film does the encounter between Dorothy and the Witch of the 
West correspond completely to Propp’s expansions on function XVI THE HERO AND THE VILLAIN 
JOIN IN DIRECT COMBAT;18 however, Propp allows for variations in how a function occurs, as 
discussed in section 3.1. Dorothy killed the Wicked Witch of the West – it doesn’t matter how 
she did it. What is important is that Dorothy did kill her and that this propels the plot further. 
Now that the Witch is dead, the Wizard of Oz will help the party. 
                                                          
16 I use quotation marks here, since the film clearly indicates Dorothy was never in Oz, but just dreamt about it. 
17 Presumably the enslaved Winkies, though in the film the word Winkie is never mentioned. 
18 As elaborated in section 4.3. 
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Figure 17: Dorothy telling the guards she didn't kill the Witch of the West on purpose (time stamps: 1:27:11 and 1:27:14). 
An altercation between the hero and the villain occurs, during which the villain is killed – 
realizing function XVIII THE VILLAIN IS DEFEATED. In the film, the party then returns to the 
Emerald city to receive from the Wizard of Oz what was promised to each of them: a brain for 
the Scarecrow, a heart for the Tinman, courage for the Lion, and to return back home for 
Dorothy. Much like in the novel, the party also discovers that the Wizard of Oz is a fraud in 
the film. He gives the party, with the exception of Dorothy, symbolic gifts and tells Dorothy 
he will take her to Kansas with his balloon. 
As discussed in sections 4.3, 4.4, and chapter 5, the Wizard of Oz doesn’t take Dorothy back 
to Kansas, but leaves her behind in the Emerald City. In contrast to the novel, the party doesn’t 
embark on another adventure at this point. There is no need to search for Glinda, the Witch of 
the South, as the film’s Glinda19 appears in the Emerald City shortly after the Wizard of Oz’s 
departure. She informs Dorothy that she has possessed the power to return home from the start, 
function XIX THE INITIAL MISFORTUNE OR LACK IS LIQUIDATED thus occurring in the film. 
As discussed in section 4.4, this function involves an “object of search [that] is obtained 
instantly through the use of a magical agent” (Propp 2009, 54) – the return to Kansas being the 
object of search for Dorothy and the magical agent being the red shoes. Glinda asks Dorothy 
to close her eyes, tap her heels together three times, and think to herself “There’s no place like 
home!” (Figure 18). The repeated exclamation has the form and functions as a magic 
invocation, transporting Dorothy to Kansas. 
Dorothy wakes up in her bed on the farm in Kansas, surrounded by Aunt Em and Uncle Henry 
that are soon joined by the three farmhands and Professor Marvel. The last function, XX THE 
HERO RETURNS, occurs in the film.  
                                                          





   
Figure 18: Dorothy's return to Kansas (time stamp: 1:38:54 - 1:39:32). 
This is where my analysis of The Wizard of Oz as a fairy tale through Propp’s morphology 
ends, as the film’s characters reiterate that it was all a dream and the story cuts ties with the 
Land of Oz completely. In less than two minutes, the film decisively tells the audience that 
nothing we have just seen has actually happened – the fairy tale is over. Dorothy has a cloth on 
her forehead as the window frame hit her on the head during the tornado in the Kansas prologue, 




7. Novel and Film: Discussion 
The scheme of Vladimir Propp’s functions in L. Frank Baum’s The Wonderful Wizard of Oz is 
as follows: 
I.(α)B↑DEFGHI …………….. K↓ 





The first move is represented by the designations in the top row and the episodic second move 
by those in the lower row. Note that the first move is split in half by the second move, so that 
it ends only after the latter does. The Wonderful Wizard of Oz consists of seventeen functions 
in all and eleven of them are unique, occurring only once in the novel. The initial situation, 
which is not a function but deemed by Propp as “an important morphological element” (2009, 
25) that serves as a general introduction to the tale, is in the brackets. The initial situation is the 
first chapter, where we are introduced to Dorothy, Toto, Aunt Em, and Uncle Henry. The first 
move begins with the tornado bringing Dorothy to the Land of Oz, and the second move begins 
when Dorothy realizes she needs to find Glinda, in order to return to Kansas. The second move 
ends with Dorothy learning the power of the Silver Shoes, and then the first move ends with 
Dorothy using the Shoes’ power and returning to Kansas.  
The 1939 film, The Wizard of Oz, has only one move and seventeen functions in all, with every 
one of them occurring only once: 
(α)γδεζηθAB↑DEFGHIK↓ 
As is shown by the schemes, the structure of Baum’s original work has been retained in the 
core of the film adaptation despite the many changes. By writing down the schemes for both 
versions, we can immediately tell where major changes to the structure of the plot were made 
during the process of adaptation (in the beginning), and where the filmmakers kept the novel’s 
basic plot. The film version retains the first move in its entirety, its constituent functions 
corresponding to the same narratological roles that the characters perform as in the novel. The 
second episodic move and the party’s second journey through the Land of Oz was abandoned 
in the film. Only the last two functions that conclude the first move are retained and with the 
same morphological structure.  
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The film and novel differ from each other as follows: the novel’s first function that occurs is 
IX MISFORTUNE OR LACK IS MADE KNOWN; THE HERO IS APPROACHED WITH A REQUEST OR 
COMMAND; HE IS ALLOWED TO GO OR HE IS DISPATCHED, which is labelled with the designation 
B in the schema above. The film’s first function is II AN INTERDICTION IS ADDRESSED TO THE 
HERO, with the designation γ. It is followed by all the functions that Propp regarded as forming 
the preparation of a tale and are designated with Greek letters, and then by function VIII THE 
VILLAIN CAUSES HARM OR INJURY TO A MEMBER OF A FAMILY, with the designation A, which 
starts the complication in the tale.  
These functions occur in the Kansas prologue of the film, a part that was merely a short first 
chapter in the novel and only served as the initial situation to the tale, but was expanded upon 
by the filmmakers. The film’s Kansas prologue thus added seven additional functions to the 
scheme of the tale.  
The novel’s core structure was retained in the film. The structure of the first move of the novel 
and part of the film’s structure are identical (functions B↑DEFGHIK↓):  
 Dorothy is taken from Kansas to the Land of Oz by a tornado;  
 there she meets a good witch that gives her powerful shoes and directs her to the Wizard 
of Oz who lives in the Emerald City;  
 Dorothy meets the Scarecrow, the Tin Woodman / Tinman, and the Cowardly Lion on 
her way to the Emerald City;  
 together, they overcome obstacles;  
 the Witch of the West is defeated by Dorothy;  
 the Wizard of Oz gives Dorothy’s friends symbolic gifts and leaves Dorothy in the 
Emerald City when leaving with his balloon;  
 Dorothy gets back to Kansas with the power of the shoes, once a good witch tells her 
how to do it.  
However, the film significantly changes Baum’s original approach to world building – in 
Baum’s universe the Land of Oz is real, in the film’s universe it is not. The filmmakers achieved 
this with the addition of the Kansas prologue connecting the real world of Kansas with the 
fantastic world of Oz by using the same actors in different, yet parallel roles, and with the 
insistence by Aunt Em, Uncle Henry, the farmhands, and Professor Marvel in the Kansas 
epilogue that Dorothy’s adventure was all but a dream (Figure 19).  
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Figure 19: Dorothy waking up in her room and getting told that the Land of Oz was just a dream (time stamps: 1:40:08 and 
1:40:36). 
Section 4.4 established that, in the novel, Dorothy arrives in Kansas and tells Aunt Em that she 
was in the Land of Oz. Baum thereby left the option of the existence of the land open, which 
led to thirteen sequels on his part and subsequent Oz books by other authors. While there is, in 
an ontological sense, a Land of Oz in the novel, the film goes out of its way to deny its 
existence. Screenwriter Langley didn’t want to introduce Oz characters to the audience before 
giving them a tangible counterpart, but to so vehemently insist that the Oz characters were just 
a dream, immediately robs the audience of the possibility of a fantastic land where dreams 
“really do come true”, as Dorothy sings in the Kansas prologue. 
Nothing significant was lost in removing the party’s second travel through the Land of Oz to 
find Glinda. There was no need of repeating the party’s travel and their overcoming of obstacles 
– the audience would have already seen them do that in the film, when they were on their way 
to the Emerald City to find the Wizard of Oz. As discussed in section 4.2.3, the Witch of the 
North and the Witch of the South from Baum’s novel were combined in the film into one 
character: Glinda, the Witch of the North. As a consequence of such character amalgamation, 
the party in The Wizard of Oz didn’t need to leave the Emerald City and find Glinda – she 
simply appeared after the Wizard of Oz had left and informed Dorothy of the shoes’ power, to 
get her home to Kansas.  
The Wicked Witch of the West is defeated differently in the film than in the novel – Baum’s 
Dorothy throws water over her in anger, because the Witch tricked her and took one of the 
Silver Shoes; the film’s Dorothy throws water over the Scarecrow, as he is one fire, and hits 
the Witch by chance. Both in the novel and the film, however, the hero and the villain are in a 
sort of altercation here (XVI THE HERO AND THE VILLAIN JOIN IN DIRECT COMBAT, with the 
definition of struggle), during which the hero triumphs over the villain (XVIII THE VILLAIN IS 
DEFEATED, with the definition of victory). Baum’s Dorothy, who directly engages with the 
Witch, has agency, whereas the film’s Dorothy only inadvertently causes the Witch’s demise. 
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The fact that the film’s Dorothy is meeker than Baum’s Dorothy, is of no consequence to 
Propp’s structuralism, as the only requirement for fulfilling function XVIII is the ultimate defeat 
of the Witch. 
Propp’s structuralism is similarly insensitive to the fact that Oz only exists in Dorothy’s dream 
in the film. What does matter to Propp is that the functions that occur in the film’s Oz are 
essentially the same as they occur in the novel’s presumably real Oz. In both cases, Oz is simply 
a place that Dorothy wishes to leave. Importantly, the film’s ultimate denial of Oz’s existence 
comes into play only after Dorothy has already returned to Kansas and has fulfilled all the 
narrative functions that were exclusively tied to Oz, such as the defeat of the Witch. 
Consequently, the after-the-fact revelation of Oz existing only in Dorothy’s dream cannot have 
any bearing on the functions that were previously fulfilled there, thus making the reveal 




My first memory of The Wizard of Oz is from when I was five years old. The film was broadcast 
one evening on a Slovenian TV channel and, per my mother’s suggestion, I watched it for the 
first time. As children often do, I became obsessed with the film. The video cassette on which 
we had recorded the film was watched countless times and now rests in our basement. It might 
have been my first experience of a film that was black and white – that is, of course, until 
Dorothy opens the door of the farmhouse and a world of colour and bird song erupts on the 
screen. The effect of this eruption was made even more powerful as it was preceded by a few 
moments of deafening silence after the house had abruptly landed following a noisy tornado-
induced journey. 
To me, the film was magical from the start and it didn’t matter that Oz turned out to all be a 
dream in the end. I’m not certain when I became aware that the film was an adaptation of a 
novel, but the first time I read The Wonderful Wizard of Oz was only four years ago. The Oz 
universe suddenly expanded: it included characters I’d never heard of, like the Hammer-Heads 
and the terrifying Kalidahs (the bear-tiger amalgamation of a monster), there was more than 
just one good witch, and the Land of Oz wasn’t reduced to a dream. Being as familiar with the 
film version as I was, comparing it to the novel was inevitable.  
The idea for this thesis came about as abruptly as Dorothy’s landing in Oz, since the original 
direction in which it was going was different as I first wanted to analyse the story from a more 
socio-historical perspective. During research, Vladimir Propp’s name appeared and his 
formalist theory seemed unfamiliar and captivating to the point that it became the primary 
methodological focus of this thesis. Seeing that others have applied his morphology to highly 
popular and contemporary stories and series such as Star Wars and Harry Potter further 
solidified Propp as someone whose theory is relevant to this day.  
Propp’s morphology is in its narrow focus an excellent tool for precisely dissecting the 
structure of a tale itself. When comparing a novel to its film adaptation, it offers a stable set of 
principles to closely compare they key points of departure of the same tale portrayed in two 
different media and evaluate what the omissions or additions do to the structure itself. This 
thesis set out to explore not only the structure of the novel and the film, but also whether the 
film adaptation retained Baum’s original idea of the Land of Oz being a real place.  
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Before delving into Proppian analysis, the thesis first presented a brief history of L. Frank 
Baum’s conception of The Wonderful Wizard of Oz. The reception of the novel was discussed 
and some of the subsequent successful stage adaptations that Baum himself had produced, in 
order to show there had been incentive to make an adaptation for the silver screen. Baum clearly 
succeeded in writing a modern fairy tale, though elements of European fairy tales had to be 
retained, as the genre would otherwise get lost. 
The introduction to Vladimir Propp’s formalist theory followed, focusing on functions of the 
dramatis personae. The importance and relevance of Propp’s theory was established and a list 
of Propp’s proposed thirty-one functions, together with their definitions and designations, was 
provided. Then the thesis discussed how functions connect into either one or several moves 
within a single tale, thus setting the stage for the subsequent analysis.  
The Wonderful Wizard of Oz was analysed through Propp’s morphology and the thesis 
established that the novel consists of two moves and seventeen functions in all, with eleven of 
those functions occurring in the novel only once. A brief introduction of the witch characters 
in the novel and film was added, in order to dispel any possible confusion regarding the identity 
and number of the witches. The thesis also determined which characters in the novel assume 
which Proppian character roles and what functions occur in the novel. The analysis facilitated 
a scheme of the structure of the novel, which demonstrated how the functions fall into two 
Proppian moves.  
The scope of the Proppian analysis of the film was determined as beginning from the start of 
the film and ending when Dorothy returns from the Land of Oz. This conclusion was based on 
the decisions the filmmakers had made when adapting the novel, i.e. firmly tying the reality of 
Kansas to the fantasy of the Land of Oz – up to the point that Dorothy returns from Oz, when 
the film cuts those ties. The Wizard of Oz was then analysed through Propp’s morphology and 
the thesis established the film consists of only one move and seventeen unique functions. The 
thesis also determined that the Wizard of Oz’s Kansas counterpart, Professor Marvel, assumes 
the role of the Proppian villain in the Kansas prologue. 
Finally, the morphological structures of the novel and the film were compared and discussed. 
The thesis determined that the film adaptation retained the structure of the novel in the core Oz 
part of the film and observed additional functions in the Kansas prologue, corresponding to the 
preparatory part of a tale. The functions of the dramatis personae that were the same in the film 
as in the novel still occurred, though they were at times observed in a different manner. For 
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example, Dorothy’s defeat of the Wicked Witch of the West is significantly different in the 
film: the throwing of the water isn’t meant to hit the Witch, and Dorothy seems apologetic 
afterwards. In the novel, however, the water is intentionally aimed at the Witch and Dorothy is 
quite stoic after seeing the Witch melt, sweeping the Witch puddle out the door and picking up 
the Silver Shoe as though a person didn’t just melt in front of her eyes. 
The differences that were made in the film adaptation have no bearing on Propp’s morphology 
in the sense of whether a function occurs or not. The omission of the novel’s second move in 
the film also had no effect on the morphology – these same functions occurred in both versions 
(B↑DEFGHIK↓), with the first five being merely repeated in the novel’s second move. The 
extension of the Kansas prologue represents the main structural difference between the two 
versions.  It adds seven functions to the film that do not occur in the novel (γδεζηθA). The 
functions designated with Greek letters are considered the preparatory part of a tale by Propp, 
and function A represents a villainous act, fulfilled by Professor Marvel when he tells Dorothy 
that Aunt Em is ill. 
Propp’s structuralism isn’t suited for analysing any aspect of the literary work that goes beyond 
its immediate content or structure, so it can’t be used to account for outside influences – in The 
Wizard of Oz, for example, for the fact that the filmmakers had the audience’s expectations in 
mind when reinterpreting Baum’s story. Nevertheless, Propp’s theory has persisted through 
time and inspired many to analyse textual or visual stories through his morphology. As a 
noteworthy example, Hunter’s (2012) analysis of the Harry Potter series proposed that the 
more a story follows Propp’s proposed structure or employs his character roles, the more 
successful and popular it will be. With Propp’s morphology in mind you begin to notice that a 
great number of popular stories appear to be constructed in accordance with Propp. And 
consciously or not, people seem to prefer stories that are in their essence all constructed in a 
similar way, though the finer details may vary. We enjoy accompanying a hero on their journey 
full of obstacles, love meeting their friends who always seem to find a solution to a problem, 
and revel in the hero’s triumph of the villain. There is a timelessness to the archetypal hero’s 
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